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FIG 1 Carol Goldberg Salomon (July 28, 1948—March 13, 2009) in Santiniketan, 
1980. 


Carol Goldberg Salomon was born into a family of modest means but 
abundant love on New York’s Lower East Side in 1948. Though a small and 
shy girl in a rough neighborhood, she felt safe and secure in the warmth 
of her old-fashioned extended family, living with her beloved grandparents 
and cousins in a tenement building at the corner of Canal Street and East 
Broadway. Even as a little girl in Hebrew school, Carol was fascinated by 
the study of language; she was a fanatical perfectionist about it, and natu- 
rally excelled in it. Although later in life her interests and experience took 
her to very different areas, her future success as a scholar of Bengali would 
come as no surprise to anyone who knew her in her younger days. 

After moving to Brooklyn in 1957, Carol graduated from Abraham 
Lincoln High School in 1966 and went on to study at Harpur College and 
the City College of New York, where she graduated with a BA in oriental 
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studies in 1970. Like many others of her generation in New York, she was 
able to rise from the ghetto to the academy thanks to support from a family 
that respected and valued education, a social system that provided virtu- 
ally free higher education to working-class students, and above all her own 
diligence, dedication, and love of learning. 

Carol and I were introduced by her cousin Karen Gutlerner on 
Thanksgiving Day 1967, and we were together from that day until she died 
on March 13, 2009. We were married in June 1970 after graduating from 
college and went on together to graduate studies in the Department of 
Oriental Studies at the University of Pennsylvania. In her first year there 
Carol signed up for a Bengali course and almost immediately became fas- 
cinated with Bengali literature and culture. Applying her usual talent and 
persistence, she rapidly became fluent in Bengali. 

In 1971 Carol briefly visited Calcutta for the first time, returning for 
extended stays there and in Santiniketan in 1974-1975 and 1980-1981. In 
1974 she made the first of her many visits to Bangladesh. During her sec- 
ond trip to Calcutta she visited the Bangla Sanskriti Sammelan and there 
heard Baul music for the first time. She was immediately inspired with a 
fascination for the Bauls and their music, philosophy, and way of life. This 
experience led her to a lifelong career as a scholar of Baul tradition, and 
she became one of the most prominent academic experts on the Bauls in 
the Western world. 

In 1976, Carol had her first and only child, Jesse. Shortly after his birth, 
we left Philadelphia, eventually settling permanently in Seattle in 1981. 
While juggling teaching positions and maternal duties, Carol continued 
her research and finished her dissertation on Govindadasa’s Kalikamangal 
in 1983. In repeated visits to both Bengals over these and the following 
years she met and gained the confidence of many prominent members of 
the Baul tradition, establishing close relationships with them and gather- 
ing a unique body of recordings, interviews, and notes. Although Carol 
was a shy and modest person who shunned the limelight, she eventually 
became, against her own inclinations, something of a celebrity in West 
Bengal and especially in Bangladesh. Her impressive command of the 
Bengali language and her deep knowledge of Bengal’s literature and cul- 
ture brought her respect and renown among both the intellectual elite and 
the keepers of the rural traditions, and her death was widely reported and 
lamented in the media in both West Bengal and Bangladesh. 

Meanwhile, Carol had established herself as an admired scholar and 
Bengali teacher atthe University of Chicago, the University of Pennsylvania, 
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and Cornell University. At the time of her death, she was senior lecturer 
in Bengali in the Department of Asian Languages and Literature of the 
University of Washington. She was almost obsessively dedicated to her stu- 
dents, lavishing her attention and concern on every one of them. Her care 
was reciprocated by her students, who deeply respected and admired her. 

At home, Carol was a devoted mother to her only son, a gentle and lov- 
ing wife to her husband and companion of nearly forty-two years, and a 
dutiful daughter to her aging parents. While we were happy to spend most 
of our time together quietly at home, we also enjoyed many adventurous 
travels together, not only to India and Bangladesh but also to many desti- 
nations around the Americas, Europe, the Middle East, and Asia. 

On March u, 2009, Carol was struck by a car while riding her bicycle 
to work, as she did every day. (A true New Yorker to the end, she had never 
learned to drive.) She died two days later without regaining conscious- 
ness, and her untimely death brought a flood of messages of condolence, 
literally from around the world. Though much shorter than it should have 
been, her life was rich in experience and achievement, and above all, full 
of the love that she both gave and received freely. 

But Carol’s untimely death left much of her work undone, including 
her long-awaited translations of Lalan Sais songs, to which she had dedi- 
cated many years of labor. It is therefore a great pleasure and comfort to 
me and to everyone who knew and worked with Carol that this posthu- 
mous edition of her work on Lalan is at last presented to everyone who 
values this tradition, whether in Bangladesh, India, or other lands. For 
this success I am profoundly grateful for their dedicated labors to Saymon 
Zakaria and Keith E. Cantu, as well as the guidance and contributions of 
Jeanne Openshaw, without whose efforts this book could not have been 
published. 

RICHARD SALOMON 

Professor 

Department of Asian Languages and Literature 
University of Washington 

Seattle, USA 

October 2, 2012 
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It is a privilege to write an introduction to this posthumous edition of a 
major work by my esteemed colleague and friend Dr. Carol Salomon.' 
Carol dedicated much of her working life to research on the most 
renowned composer of Baul songs, Lalan, who died in 1890. Although 
a few articles by her on Lalan and other Bauls have been published (on 
Lalan, see especially Salomon 1991), her magnum opus was left incom- 
plete at the time of her tragically early death in 2009. Most fortunately 
for South Asian scholarship, as well as for general readers, her unfin- 
ished manuscript is now being published, thanks to the efforts of her 
husband, Professor Richard Salomon (University of Washington), and 
the editors of the present volume: Dr. Saymon Zakaria (assistant director, 
Bangla Academy, Dhaka) and Keith E. Cantt (PhD student, University of 
California at Santa Barbara). 

The name Bdul refers to a type of religious minstrel or esoteric practi- 
tioner (sdédhak) of the Bengali-speaking region of South Asia, that is, West 
Bengal (India) and Bangladesh. Bauls are primarily known for their beau- 
tiful and often enigmatic songs. In theory, people of any religion, class, 
caste, or gender may be Baul, but in practice almost all are from poor, rural 
Hindu or Muslim backgrounds. As such, they are sometimes viewed as 
unorthodox Vaisnavas and fakirs, respectively. A person usually becomes 
a Baul through some kind of initiation in adulthood, or through training 
or practice, rather than through family inheritance. Technically, they may 
be householders or renouncers. Beyond these basic facts, there is little 
agreement on who is to be judged Baul, either among non-Bauls, includ- 
ing scholars, or those called Baul themselves. 


1. 1am indebted to Brill Publishers for their permission to incorporate into the present work 
extracts of my entry on Bauls from Brill’s Encyclopedia of Hinduism (20n). 
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One reason for this difference of opinion is that from the second half 
of the nineteenth century, Baul songs—and notions of Bauls associated 
with these—became increasingly important to colonized, elite Bengalis in 
search of their roots, a process in which Rabindranath Tagore and his close 
associate the scholar K. M. Sen were particularly instrumental. Of such 
songs, those attributed to Lalan figured above all others. This attention 
in turn inspired various kinds of research into Bauls and especially their 
songs. Thus from a position of near total obscurity relieved only by the 
odd reference to Bauls as godless and debased entertainers of the common 
folk (Bhattacharya 1896), they were transformed into iconic bearers of a 
venerable indigenous heritage. However, this heritage, and along with it a 
reified Baul identity, has been constructed in different and even contradic- 
tory ways by writers and scholars (Openshaw 2002, 19-62). 

Various histories have been delineated in support of different percep- 
tions of Bauls. K. M. Sen traced the Bauls back to the Vedas, partly as a way 
of conferring on them an encompassing “Hindu” (or even Indian) identity 
(Sen 1993). Others more plausibly link them with Vaisnava or Buddhist 
Tantra or “Sahajiya” (Dasgupta 1969). On the other hand, a Sufi back- 
ground has been attributed to them (Haq 1975). More recently they have 
also been identified with traditions of Indian materialism, or Lokayata/ 
Carvaka (Jha 1999). In general, however, it can be stated that although the 
use of the name “Baul” to denote a specific group of initiates is relatively 
recent, those called “Baul” are appropriately situated in the context of a 
long history of South Asian social or religious dissenting movements. 

The word Baul popularly means “mad” in either a positive or nega- 
tive sense, partly in reference to their highly unconventional lifestyle and 
attitudes. Etymological research on the word Baul has been conducted by 
several scholars (e.g., Dasgupta 1969; Dimock 1966, Haq 1975, Jha 1999), 
drawing on Sanskritic, Arabic, or Persian sources, with predictably varied 
results. These include Sanskrit vatula (affected by wind disease, mad) or 
vyakula (confused, distracted). The word Baul was used in a primarily 
adjectival sense from the medieval period, especially for renouncers of an 
antinomian kind. It seems only to have come into use as a proper noun 
denoting a category of minstrel, mendicant or esoteric practitioner in the 
nineteenth century. Bauls themselves etymologize the word in support of 
different meanings, for example, as be (without) + hul (restraint), or from 
ba + hul, where the triangular Bengali letter ba represents the female 
pubic area and hul “antenna” or the penis, to signify man and woman in 
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union, a reference to their “Tantrik” practices (Openshaw 2002, 111-113, 
78, 100). 

Attempts to enumerate Bauls have foundered on problems of defini- 
tion, with estimates ranging from under 250,000 to 7,000,000 at differ- 
ent times. Sources generally envisage an expansion in numbers of Bauls, 
culminating in the nineteenth century and followed by a decline (Ray 
1995, 21-22). These fluctuations depend partly on the visibility or other- 
wise of “Bauls” to those whose opinion has entered the historical record. 
One major factor in the decline of Bauls was the growth, from the nine- 
teenth century, in orthodox Islamic reform movements, whose adherents 
took it upon themselves to bring into line and even persecute Bauls of 
Muslim origin, sometimes called fakirs (Ahmed 1981). What is certain is 
that, however one defines “Bauls,” their songs give them an influence far 
greater than the most generous estimates of their numbers would suggest. 

It is worth mentioning that although Lalan is regarded as the iconic 
Baul, he seems not to have referred to himself as such (Jha 2007, 160). 
In some of his songs (eight of those in the present compilation), he mod- 
estly “signs” himself “Lalan Fakir” or “Fakir Lalan.” Fakir, an Islamic term 
for an ascetic or mendicant, has connotations of indigence and renuncia- 
tion. Although the name of Lalan’s guru (Siraj Sai) is also suggestive of an 
Islamic cultural ambit—and the title Darbes (Dervish) is also used—Lalan 
himself famously refused to entertain questions of his own background, 
Hindu or Muslim. Along with other Bauls, Lalan regarded such categories 
as divisive and man-made. In the present volume, Carol refers to Lalan as 
“Sai” (“Lord”), as did his followers, who in turn referred to themselves at 
times as “fakir.” Despite Lalan’s refusal to discuss his birth identity, both 
Hindu and Muslim origins have been ascribed to him. What is known 
about him is that he died at a great age in 1890, in the village in which 
he had been living, Cheuriya, near Kushtiya, in what is now Bangladesh. 
Although he was almost certainly nonliterate, by the time he died he was 
a renowned composer of songs and had numerous disciples throughout 
Bengal.” 

The popularity of Baul songs increased exponentially during the last 
century, initially through publication of their songs by élite Bengalis, espe- 
cially Rabindranath Tagore. Bauls and their songs now figure prominently, 
within and beyond South Asia, in a variety of media and languages. Apart 


2. For more on Lalan’s life, see Salomon 1991: 274-276; 1995: 188-189. 
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from academic theses, books, and articles, more popular works, including 
fiction and poetry, documentary and feature films, continue to be brought 
out. Live Baul performances can be seen throughout the world. In 2005 
and 2008, Baul songs were added to the UNESCO list of Masterpieces of 
the Oral and Intangible Cultural Heritages of Humanity. 

Of all the Bauls of West Bengal (India) and Bangladesh, particular atten- 
tion has been focused on Lalan, largely because of his poetic genius. This 
has made him the subject of many written works, especially in Bengali, 
by authors such as Sakti Nath Jha, Sudhir Cakrabarti, and Abul Ahasan 
Caudhuri. Live performances include a stage play by Sudipto Chatterjee, 
folk dramas (yatra) and puppetry. A number of films have been made, 
recent examples being Tanvir Mokammel’s Lalan (2004) and Goutam 
Ghose’s Maner Manus (2010), based on a novel of the same name by the 
Bengali writer Sunil Gangopadhyay. 

Despite all this attention, much remains to be researched and written. 
Before this contribution by Carol Salomon, most major works on Lalan 
were published in Bengali. As a result, this exceptional Baul poet has been 
little known outside Bengali-speaking communities. In general, transla- 
tions of Baul songs, including those composed by Lalan, into European 
languages, especially English, have been dependent on edited collections 
of uncertain provenance and reliability (see Salomon 2002, reprinted in 
this volume). 

Translation of any poetry tends to cover a spectrum, at one extreme 
remaining shackled to the source text but tending to lose in poetic quality. 
This is the typical academic approach. At the other end of the spectrum is 
transcreation, in which the desire for a quality version in the target language 
may lead to neglect of the original. In the case of Baul songs, including those 
by Lalan, many translations do not even cite an original text or source. 

In my view, Carol has arrived at the best possible solution to these 
dilemmas in the present volume. This annotated edition of Lalan songs 
in Bengali script, romanized transliteration, and English translation is 
unrivaled in its combination of academic rigor and skilled translation. It 
thus has an immense amount to contribute to Lalan (and Baul) scholar- 
ship in general, especially in the context of English-language scholarship 
on Bauls. 

Carol Salomon’s expertise was in Bengali language, literature, and 
culture, subjects she had taught at several prestigious universities in the 
United States of America. Her research was marked by exemplary dedi- 
cation and scrupulous care. For example, her comparative work on early 
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manuscripts of Lalan songs was supplemented by the knowledge she 
gained of possible Arabic and Persian derivations. But what really gave her 
an edge in Lalan studies, in addition to her awareness of localized Bengali 
meanings, was her assiduous pursuit of the readings and esoteric conno- 
tations of the songs given by initiated followers of Lalan. In addition to all 
of this, she even attended creative writing classes in order to wean herself 
off an overly literal, academic style in translating these songs of Lalan. 

As she explains in her 2002 article reprinted in this volume, Salomon’s 
contention is that a “core corpus” of “authentic” Lalan songs can be arrived 
at through using a combination of oral and manuscript sources (the ear- 
liest of the latter containing a date three years after Lalan’s death). It is 
certainly true that, in tension with other Baul ideas, the notion of preserv- 
ing the original corpus and text of Lalan songs has a great deal of traction 
among his followers—at least nowadays. In part, this is a means of claim- 
ing or retaining authority over the material, in a situation where there is 
a proliferation of “Lalan songs” and “followers of Lalan.” To approach the 
issue from the other end, many versions of (and indeed entire) “Lalan 
songs” are evidently spurious. As Salomon argues, edited transcriptions 
by non-Baul collectors, even scholars, may fall into this category. So, at the 
very least, this volume establishes an older, more authentic corpus of songs 
and contributes to the elimination of some clearly erroneous versions. 

Equally significant is that this volume is the first to provide a reliable, 
polished, and at times exceptionally beautiful translation of some of the 
most important songs in the Baul (and indeed the Bengali) repertoire, one 
that will not be superseded for decades to come, if ever. It is therefore not 
only of importance to academic researchers; it will give non-Bengali speak- 
ing readers access to Lalan’s songs. 

Where meanings of Lalan songs are concerned, there is often consid- 
erable divergence of views, as with Baul songs in general. Unlike many 
respected commentators who continue to search for the “true” (essential) 
meaning, Carol does not gloss over ambiguities and contradictions, but 
draws attention to them, in the best tradition of critical scholarship (for 
example, in her comments to Song no. 9). In view of the creativity of Baul 
traditions, it would seem that diversity of meanings rather than uniformity 
is the default mode. One reason for this is that a tight lineage structure 
is necessary to establish authoritative meanings. To my knowledge, such 
lineages scarcely exist in the Baul-fakir context. And apart from that, there 
is an established practice of learning from adepts irrespective of lineage 
(sédhu sanga kara). As Carol remarks, “Inconsistency is more the rule in 
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Baul songs than the exception. It is sadhana which is primary, and not 
any particular theology” (comments to Song no. 33, n.15). Of course some 
general principles of interpretation can be established. For example, Baul 
fakirs usually privilege meanings related to the body over more conven- 
tionally religious or “spiritual” meanings (Openshaw 2002, 68-70), and 
this aspect is clearly highlighted in the present collection. 

When I first saw a draft of this work, I was delighted to find it as com- 
plete as it is. The credit for this goes to the editors, Saymon Zakaria and 
Keith Canti, whose task has been delicate and onerous. However, Carol 
was still working on the book when she died, and no one else could or 
should attempt to fill the gaps she left. For example, in places, annotations 
are absent. Perhaps she already had the materials but had not yet incor- 
porated them into her text. At least in the version of the text available to 
the editors, she raises issues that she clearly intended to consider further. 
For example, at one point, she refers to a section on “strategies of secrecy” 
(comments to Song no. 33, n.19), part of an introduction that the editors 
have been unable to trace. 


One issue that exercised both Carol and me, and that we had discussed 
several times, concerns the marginalization of women and the feminine 
in non-Baul understanding of their songs. This tendency is usually exac- 
erbated in English translation, owing to the problem of rendering gender- 
neutral Bengali pronouns and nouns into gender-specific English-language 
versions. While a particular gender may be judged likely from the context, 
more usually the gender is ambiguous. However, the translator into English 
has to make a decision one way or the other—thus destroying the ambigu- 
ity of the original. (Because of Carol’s commitment to an elegant transla- 
tion, she avoids cumbersome periphrastics such as “s/he” or “him/her.”) 
A famous Lalan song, Ami ekdin na dekhilam tare, from which the title 
of this book is taken, illustrates this dilemma. Carol originally published 
the translation that features in the present volume in 1995 (Salomon 1995, 
199-200). Whereas the gender of the neighbor in the original Bengali is 
ambiguous and may be variously interpreted by readers and listeners, the 
translator into English has to settle for one or the other. The 1995 version 
(no. 16 in the present volume) opts for the conventional masculine option: 


I have not seen him even once... 
my neighbor 

who lives in a city of mirrors 
near my house 
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Interestingly, a later (2007) translation of this song by Carol, identical 
apart from the gender shift, feminizes the neighbor: 


I have not seen her even once... 
my neighbor 

who lives in a city of mirrors 
near my house. 


Her village is surrounded 
by deep boundless water .. . 
I long to see her 

but how can I reach 

her village? 


What can I say 

about my neighbor? 

She has no hands, no feet, 

no shoulders, no head. 

Sometimes she floats high up in the sky, 
sometimes in the water. 


... She and Lalan are in the same place, 
Yet five hundred thousand miles apart. 


The choices involved here are invidious for any translator. A commitment 
either way excludes the other possibility. In Bengali these two versions are 
in a sense combined. Assuming we have no access to the intention of the 
composer (which is almost always the case), the interpretation (in terms of 
male or female referent) is a matter for the descendants by initiation of the 
composer, and ultimately for the reader or listener. Moreover, descendants 
by lineage do not always agree with one another and, in any case, may give 
different meanings depending on the context. Whichever decision is taken 
by the translator into English inevitably entails an impoverishment of the 
Bengali source material, with its double, multiple, or shifting meanings. 
At the end of the feminized version of this song, Salomon notes: “Bauls 
hold women in high esteem. They are essential to the male practitioner’s 


3. “Songs of Lalon Phokir: 1,” published December 25, 2007, online at http://www.parabaas. 
com/translation/database/translations/poems/lalon_caroli.html. 
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success in sadhana. This is one of Lalon’s many songs that secretly refer 
to the sadhika (female practitioner) or to the sahaj manus (natural person) 
within her.” In other words, whereas many in the audience may under- 
stand the neighbor to be male, at least some initiates may realize that it 
refers to a female. 

The crucial word here is “secretly.” The translator’s quandary is 
whether to settle for what is commonly understood by non-Bauls and 
perhaps even some Bauls, or alternatively to focus on what in restricted 
contexts may be presented as the “real” meaning. At times we find an 
overtly masculine, even conventional discourse in the songs, featuring, 
for example, Allah, Nabi (the Prophet), or Caitanya, to which completely 
different (feminized) meanings are attributed in certain contexts (p. 8). 
Needless to say, there are good reasons for Bauls to conceal referents that 
are deeply transgressive in the eyes of conventional Muslims and Hindus. 
In this way, the female partner or substance can be ignored for public 
consumption, while being highlighted for those initiates considered fit to 
receive such glosses. 

One question that arises in connection with this is whether shifting 
the gender in translation involves more than a gender switch. In an infor- 
mal survey of the alternative versions of Song no. 16, English-language 
speakers were asked to estimate how the “neighbor” differed in each ver- 
sion. The general view was that the feminized version definitely indicated 
a human being, whereas the masculinized version was more likely to con- 
note a supreme being, although a revered human being, especially the 
guru, was also thought to be a possibility. 

So, for the English language reader or listener, these two versions may 
not simply involve a shift from male to female on the same level (for exam- 
ple, a human male becoming a human female or a divine male becoming 
a divine female). A masculinized rendering may be more liable to be seen 
as also spiritualizing or at least hierarchizing. 

There is an interesting postscript to this debate. An alternative reading 
for the third verse of this song is sometimes given by adepts. In the pres- 
ent volume it is translated by Salomon in the usual way—one that is inci- 
dentally suggestive of a more “spiritual” interpretation: “She [or he] has no 
hands, no feet, no shoulders, no head.” The alternative treats the negative 
nai as meaning “navel.” The verse thus comes to mean: “S/he has hands, 
feet, shoulders, head and navel,” rendering the neighbor an unambigu- 
ously material human being. 
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One way or another, urban-educated transcribers and interpreters, wit- 
tingly or unwittingly, have often neglected the role of the female for Bauls. 
For example, as Salomon points out, the last word of Song no. 7 was inter- 
preted as a Muslim male honorific title (and thus “God himself”) by an 
illustrious expert on Bauls. In fact the word means “woman” in the local 
dialect, and this is the meaning given to Carol by fakirs themselves. This 
alters the sense of the whole song (p. 59 and p. 61). 

Although she has generally translated manus as “man,” in the older, 
nongendered sense (e.g., in Song nos. 28, 34), Carol also mentions that it 
can equally well be rendered “person” (e.g., Song nos. 28, n.1, 34, n.1). In 
several songs, she has used circumlocutions to avoid committing herself 
to a specific gender identity, and although the third-person pronouns 
have often been masculinized in the text, she takes care to point out 
that the Bengali gender-neutral pronoun can refer to a male or a female. 
An important song where the gender issue is concerned is Song no. 9, 
one of a series of songs concerning the “unknown person” (acin manus, 
ajana manus). In this song, a female identity (or at least association) is 
clearly indicated by the use of “she” in connection with this “unknown 
person.” Carol comments: “There is a rare consensus among different 
sources that the ‘unknown person’ is the Sakti or the woman, or some 
aspect of her” (p. 66). 

Had she been able to complete this volume herself, Carol would 
undoubtedly have contributed many further insights to this and other 
aspects of Lalan studies, as well as the wider field of research into Bauls. 
What is certain is that, even as it stands, the world of scholarship will be 
immensely benefited by this publication, as will the general reader. 


DR. JEANNE OPENSHAW 
University of Edinburgh, UK 
and 

Santiniketan, West Bengal, India 
March 2016 
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The editors hope that future scholars and practitioners alike may benefit 
from the inspired scholarship and creative abilities of Dr. Carol Salomon, 
abilities that truly shine in this posthumously published work on the 
songs of Lalan. While there was certainly much work to be done by the 
editors to prepare her work for publication, the annotated translations, 
fortunately, were found to be already in a highly developed condition; 
for every translation in this compilation the editors have been able to 
use a hard copy-manuscript—and in many cases several manuscripts— 
acquired from Salomon’s collection of translations. 

The Bengali/Bangla versions of each song that accompany Salomon’s 
translation are for the most part reconstructed using her handwritten 
manuscripts, the vast majority of which were found filed alongside a 
typed translation. When citing her individual handwritten document as 
a source, the name given is “Salomon’s MS.” In cases where handwrit- 
ten manuscripts are absent from her files, a version based upon a reli- 
able published source that best matches her translation has usually been 
supplied. Some minor emendations were made to the Bengali versions 
by Saymon Zakaria based on his research and interviews in the field, 
including the updating of archaic Bengali variants of Perso-Arabic terms 
to their contemporary spellings. The reader is thus invited to compare 
these emendations with Salomon’s own comments and emendations as 
well as with the published and manuscript sources that are provided at 
the end of each song’s annotation. While it is clear from Salomon’s notes 
that she had intended to cross-check every song with oral versions, many 
of her MSS are copied directly from published source texts (e.g., LG) that 
have required further cross-checking and editing to construct a more 
accurate version of each song. For the convenience of those not versed 
in Bengali script, Roman transliterations were made by Keith E. Canta 
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for each song that will enable scholars of other Indic languages to better 
compare the lyrical content. 

Unless otherwise noted, all additions (aside from grammatical or 
spelling corrections) by the editors have been placed in [square brack- 
ets]. References in the annotations to songs of Lalan that are present 
in this compilation have also been added and are set in boldface; for 
example, “Madhur dil dariyay dube ye jan dubeche” [93] refers to the 
ninety-third song in this compilation. References to songs in other pub- 
lished compilations (such as Lalan-Gitika) are preceded by the appropri- 
ate abbreviation, as in this example: “Manre kabe bhabe stiryer yog hay 
karo bibecana” (LG no. 93). See also the section that follows. Keith E. 
Canti was responsible for creating both the glossary and the index based 
on the prevalence of certain concepts in Carol Salomon’s translations, 
annotations, and footnotes. 

Transliterations of Bengali/ Bangla, Sanskrit, Arabic, and Persian 
terms have been italicized throughout, with diacritics given according 
to the international standardized system used by Salomon in her pub- 
lished works. A few exceptions, however, were deemed necessary to 
fully communicate the richness of the Bengali alphabet’s phonemes 
and to ensure that there would be no confusion between similar letters, 
especially in cases where an interpretation of a song could very well 
hinge on a single letter. These are as follows: antahstha (@) is always 
transliterated as y to distinguish it from bargiya (®&), which is translit- 
erated as j. The phoneme ® (and ya-phala) is always transliterated as y, 
and ba-phala usually as “v.” Vocalic 4 is transliterated as r to distinguish 
it from retroflex (mirdhanya) G, which is transliterated as r. When © 
is not followed by an inherent vowel (i.e., “broken” or khanda 8), it is 
transliterated as t. The inherent vowel a is sometimes transliterated as 
o according to vowel strengthening rules in certain verbal forms (e.g., 
second-person singular present tense), following Salomon’s convention. 
The inherent vowel is also often dropped at the end of a word to reflect 
Bengali pronunciation. Finally, 4 is usually transliterated as @ when it 
is open, according to Bengali grammatical rules and/or common pro- 
nunciation (see Ruth Thompson, Bengali: A Comprehensive Grammar 
[New York: Routledge. 2010], 34). The editors are very thankful to 
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Professor Dwight Reynolds for his assistance in checking Salomon’s 
transliterations of Arabic terms. 


Languages 

Ar. Arabic 

Bng. Bengali / Bangla 
Pers. Persian 

Skt. Sanskrit 


Bengali proper names have whenever possible been transliterated with 
diacritics to avoid confusion or inconsistent transliterations of a given 
name between the translations, annotations, and transliterations. The edi- 
tors also wish to thank Richard Salomon, Jeanne Openshaw, Azim Sai, 
Cynthia Read, Drew Anderla, Julia Turner, and Ben Sadock for their kind 
assistance at various stages of the editing and publishing process. 


KEITH E. CANTU 

Doctoral Student, Religious Studies 
University of California at Santa Barbara, USA 
and 

DR. SAYMON ZAKARIA 

Assistant Director, Folklore Department 
Bangla Academy, Dhaka, Bangladesh 


HMAC PD BT (ALAN BANA) 


BUTS GMT Hit Cl, SHIVCor AAISIH 8 WIA MSCSAT eet HAW Gad 
G, BiCaley AKIN 2 WACSA ASMA aioe vfSssiad Salary 
GUT 8 WSN CAH AMSAT AES GIT PIT ABBA ABS Stays WHATHBCTHA 
BITS AAS AAT SACS RACY; OA, OHS HAMTS, BIT HaleTS Ola SAMAR 
ARTHAS PRC BCS AVA CIR; WiInsat afete oryeiona stele ane 
BA BAIA PAW WHA WABA- UA CHG ASS OMA BABS oteeferiar 
ANG CACR- ACTA SAM ALAR CAC CHB ART aT ACACB! 

FNTAPS ASS cA GAA HCA ALS ALE ALAA Gl oorceretl 
aefetia fofece Antes Pal BIC, ABS AS Hee Gia BIS Set 
BRAHA AICL VWI Fal STR AVA CITY! RICOTTA aifie acs Gen Ros 
CCH Pala HAZ AT CAST ACACY, “BTCA ACHAT ALLETA” | CAA GHTA OH 
RoSceral AEA ASAT VAM, CHAKTA OA SACHA HCA HACC CaP HUH Aey 
asthe Pleats (LG) AHery-MSP Skat (BBOBG) Wenenesy HAT @ MST 
el] WLBAT HARA PA RAY! WAT GIP Olt AIT @ Weel CSA 
APRS BCAA FSKSTS ALE SCAT CRAACOTRACT FAR ALM Le CATT | ARSHCHH RHTAAH- 
Brae aneafer steerer ferfeice Pata Rca ca fafsarot fer, Cresfer rapt eet 
HATTA PCT HET G AMAA ACL GE WecAleelwlersl Oeral eA CHATS 
AICAT AAS CHRACH ASTD ates CAITR Yferw Blet A<eieftw [Cig] @ acwcereti 
Arete is Gerry faecal CHATS ANAT! HCENSCAA BIT SANT MS AACA, flofel 
SIROTD sitet CoMtfRepena, AOTETAT AS CALS Ait Ger [en] -aa Weal Werryer—h 
ARSCS ANA MATH HAHA ATT AID SBS PABA! Alefer GAS Yeranyere 
HE G WHAT AIT ACL ACS ACA HACHTR HDS ALS GAA Ha VN! Aer 
faftia Hee adie wes aia yfsancel feet &. sig afold ster Are fered 
PACA US SATSIA faraway Yer AAA wal ROR Greif FACS ACA! 

FACTS RICA HASH QIGT, HA ALBA GHC (AT @ AWAITS ALC 
BSTACS) HPAAPCHS ALAS GST SHANA ACT AM AAC) ABABA Me 
Hela TAT Ae Swrcet Srgcrla CHCA CAGRAB [bold face] Act Fat 


XXXxil Editors' Note 


RAR, SHRATAA: “AS Mer UTA GCS AMSAT VLACB” [HO] BAT LB WTA 
SO TRA Ae AACA ACARI RCOCETA SROs AMAA aeito Ger (aelt, aera 
Most) Macht Seow aat afafocty H PACHA] GRIT Sat RACY, CAA: 
“MUS BE GS YA CUA BV BA ACAD” (MAN AL. HO) | ACTA “ASS TAH” 
BHT Aa) Wes ae Cig fica (aifSie ates ater ashes) 
Frcatara ons Vespa Fal AS, AAT LG-CO (Aeray-AMfSea) A GA PICA 
ABT SAALG Tey MBC STS LAMA Pal VAI 

BRAHA ALT, HHS, Sale @ why orata Crfesfer Stest SERA Viol AIC, 
HICL ACL ACTA GIA ASUS ATH SSMS MCAS ARS SCA IAS CAPITIS 
fox Sealed Seared Crafers Mex MSR BAY! Avett Sefaeris AMARA Gare 
ACAAAS SMT BAS BCA G APS AACAA RAPT ABT ea aT AeVleT PICT MseHA 
ice feaife Cofs at aa Cres feeR CHE, FACT PCA AAC GBS HCAS STAT 
PAS ROO Alta Vrolatwted (cae oor Ma, COTA ACATST I" GHENT ACAI 
BAA LATA: ATH AW AMAMG yp ARIA Tat ACB, TAI “G ialiow j AeVla 
Pal RAMY MOS AAA CAH HAS Bat A! ZT (LL pa-phala) p Bat 8 ba-phala vi 
@lal ert al AIR At GTA RACY r HCA ACS GA CHINAS oleate 
(miirdhanya) G, A ANS r DARA PAT AAC, AA SHIA CAC SMeial Her 
CANA TT G TAT AS & AF Woot Sway BI Al OAs c fe Aagla Pal AAC! 
TCT AS canorcaes PMS fares CHCA (AIA, THAT BCA AB Ada HST 
ARTIS GRE) BAR a CH o BAT ABM Hal CACY! Ake Sroiatals aforlers 
BAC] (ACA Ae CIT ABS CHA AVC ASH AAC! HACC, AH LET TBAT 
A Groat Sra Boise AT SPAS A Left HATS ce BAT LRAT HAT ACR 
fecrae aly ofS Fees! (CYA Ruth Thompson, Bengali: A Comprehensive 
Grammar [New York: Routledge. 2010], 34). wren este Sess 
fave AA ahs Bors Pows; ceil, fol wea Sea aisle “afer 
ferorye cel WRIT CATA 

BTS 

Ar. alate 

Bng. @erfer/aiat 

Pers. Saft 

Skt. ABS 

SET AIDS FATA CHT TORI HBT ACMA AGIOS, GAS 4 SHSle “HA 
BEIM, Drast Lee ferred RSet Avice vragen [CAPE IDS fx] sels 
Sal VACA 8 AS WHIM G Aral fanaa fefsrwead Sais ARM als Hala 
8 A AACS AS HPHMPST APS HV Fos! 


LG: 


DKES: 


LPhKK: 


LSOLG: 


BBOBG: 


LS: 


V'a and b: 


V?: 
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Published sources 


Das, Matilal, and Piyiskanti Mahapatra, eds. Lalan-gitika. 
Calcutta: Calcutta University, 1958. 

[Also cited in Salomon’s manuscripts as Jha] Jha, Saktinath. 
Fakir Lalan Sdi: Des kal evan Silpo. Calcutta: Sanbad, 1995. 
Mitra, Sanatkuméar, ed. Lalan Phakir Kabi 0 Kabya. 

Calcutta: Pustak Bipani, 1979 (1386 Bs). 

Talib, Muhammad Abu, ed. Lalan Sah o Lalan Gitika. 2 vols. 
Dhaka: Banla Ekademi, 1968 (1375 Bs). 

Bhattacarya, Upendranath. Banlar Baul o Baul gan. and ed. 
Calcutta: Orient Book Company, 1971 (1378 Bs). 

Lalan-sangit. Edited by Fakir Anoyar Hosen (Mantu Sah). 

3 vols. 3rd ed. Kushtia: Lalan Majar Sariph o Seba Sadan 
Kamiti, 1998. 


Manuscripts 


[Also cited as T? or M] Visvabharati University, Rabindra 
Bhavan, no. 138A, 1 and 2. Collected by Rabindranath Tagore. 
Via contains 126 songs and V'b, 172 songs. No date. In the 
same hand as Bh and K, which were both transcribed by 
Lalan’s disciple Maniruddin Sa. 

[Also cited as T?] Visvabharati University, Rabindra Bhavan, 
acq. no. 182, manuscript 480. Collected by Tagore. 317 songs 
by Lalan. Dated 1893. Transcribed by Jagat Bisvas. Lalan’s 
disciple and adopted son, Bholai Sa, was its first owner. 

A preliminary study of V? and K indicates that they are 
essentially the same. Further study is needed to determine 
whether they are both copies of the same exemplar. 
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Bh: 


KhB: 


[KSh]: 


LB: 


[MG]: 


Abbreviations 


[Also cited as BhS or C] In the possession of Samsuddin 

Sah of Bhultiya, Cuyadanga District, Bangladesh. Contains 
236 separate songs in Maniruddin’s hand. No date. Includes 
a table of contents of the songs in the manuscript. Bound 
together with three short Sufi texts in the colophon of which 
Maniruddin’s Bengali signature appears written according to 
colloquial pronunciation as Srimaniraddi Sa Fakir. 

In the possession of Mantu Sah of Kushtia. Originally 
contained 328, songs of which Gg have been lost, leaving 

a total of 259 songs. Includes a table of contents with 

names of songs arranged in alphabetical order. Transcribed 
by Maniruddin Sa, whose name appears in roman script 
written as Moniruddin Shah on pp. 3 and 4 along with the 
dates 1911 and 1917, respectively. Bound together with the first 
two Sufi texts contained in Bh. The second is incomplete. 
See the description of V? above. 

[Also cited as H] Belonged to the late Khoda Baksa Bisvas of 
Jaharpur, Chuyadanga. Contains 375 songs by Lalan; dated 
1921; transcribed by Khodadad Hossain. 


Oral versions 


Khoda Baksa Bisvas (Khoda Baks) recited the song 

and discussed it with me at the Shilpakala Academy, 

Dhaka, 1986. 

[Abdul Karim Shah, a famous singer of Lalan songs with 
whom Salomon worked with personally and often cites as an 
oral source in her MSS.] 

Laili Begum sang the song, which I recorded on tape, at 

a palla gan (song competition) in Gopinathpur, Magura 
District, Bangladesh, in 1986. 

[Oral version sung by Mahendranath Goswami.] 
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On Editing the Songs of Lalan Fakir 
using both Oral and Written Sources 


Carol Salomon 


[Adapted from a conference paper originally published in: Winand 
M. Callewaert and Dieter Taillieu, eds., Devotional Literature in South 
Asia: Current Research 1997-2000: Proceedings of the Eighth International 
Conference on Early Literature in New Indo-Aryan Languages, Leuven, 23-26 
August 2000 (New Delhi: Manohar, 2002), 181-190.] 


I AM IN the process of completing an edition and annotated translation 
of approximately 150 songs by Lalan Fakir, the most famous of the Baul 
poets of Bengal. In what follows I will discuss the edition component of 
my project—in particular my use of both oral and written sources to arrive 
at a text that is as close as possible to the original one. 

Scholars editing Lalan’s songs do not face the same problems as do 
those who edit the poems of earlier Bhakti poets such as Kabir or Mira. It 
is possible to identify a core corpus of about five hundred or so authentic 
Lalan’s songs and to establish a reliable text of them that we can be reason- 
ably certain is close to that composed by Lalan. This is not only because 
of the comparatively recent date of the tradition—Lilan died in 1890—but 
also because of the mode of transmission of the songs by Lalan-panthi 
fakirs and fakirs of other lineages in Kushtia and in surrounding districts 
in Bangladesh who use Lalan’s songs extensively in their repertoires. 

Lalan’s songs, which are short, usually no longer than three or four 
rhymed verses, are passed down orally from guru to disciple. Lalan-panthi 
fakirs clearly have a notion of a fixed authentic text. The fakirs memorize 
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the songs and attempt to reproduce them as closely as possible to the texts 
taught by their gurus. They consider it reprehensible to change the words 
of a song by Lalan (Jha 1995, 158) and will take a singer to task for plac- 
ing Lalan’s name in the bhanita of a song they know to be composed by 
another poet. 

Attention to preserving the songs in writing began during Lalan’s life- 
time, although the weight of evidence indicates that Lalan himself com- 
posed orally. According to an eyewitness account (anonymous Hitakart 
obituary)! he could not read or write. His disciples, however, recorded the 
songs in notebooks. 

Several notebooks written by Lalan’s direct disciples have recently 
come to the attention of scholars. Old notebooks of Lalan’s songs are 
cherished by fakirs. They are handed down from guru to disciple and 
inscribed with the names of the successive owners. They are con- 
sulted when singers forget the words of songs and need to refresh their 
memories. 

One of the earliest of these notebooks that is extant (V’), containing 317 
songs transcribed by Jagat Bisvas, belonged to Bholai Sa, Lalan’s adopted 
son and one of his closest disciples.? Portions of it were copied down 
in 1893, only three years after Lalan’s death. Maniruddin Sa, another of 
Lalan’s close disciples, is said by fakirs to have played the role of scribe for 
Lalan.? I know of three extant manuscripts copied by him. (See the descrip- 
tions of V'a and b, Bh, and K in the appendix.‘)° 

An interesting feature of K is that it contains a table of contents in 
Maniruddin’s hand with the songs arranged in alphabetical order. A num- 
bered list of Lalan’s songs in Maniruddin’s neat, unmistakable handwrit- 
ing, which seems to be a table of contents to a notebook that is no longer 
extant, has also come to light.° It names 520 songs. The songs contained 


1. “Mahatma Lalan fakir,” Hitakari, October, 31, 1890, 1:101. The obituary has often been 
reprinted. See, for example, Abul Ahsan Caudhuri, Lalan Sah, and ed. (Dhaka: Banla 
Ekademi, 1992), 17-119. 


2. The notebook was edited by Saktinath Jha (1995). See my review: Salomon 1998. 
3. Hosen 1998: 12. 


4. [This appendix does not seem to be extant. For the descriptions of these manuscripts 
please see the abbreviations list.] 


5. 1am grateful to Abul Ahsan Caudhuri for providing me with photocopies of Bh and K. 


6. The list is in the possession of Abul Ahsan Caudhuti, who obtained it from a nephew 
of Ismail Sah Fakir, whose guru was Bholai Sa. I am indebted to Caudhuri for giving me a 
photocopy of this as well. 
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in the old manuscripts and named in the unattached table of contents 
constitute the core of the Lalan corpus. One can be almost certain that they 
are authentic songs of Lalan. Most of these songs also form a regular part 
of the repertoire of Lalan-panthi fakirs. 

Versions of Lalan’s songs sung today by Lalan-panthi fakirs are very 
close to those in the oldest extant notebooks, indicating that the songs 
have been transmitted with little change over the last hundred years and 
that they do not have different oral and written lines of transmission. 
Despite this, however, editions of the songs published to date are full of 
errors. In many places the texts make no sense and are obviously corrupt. 
In other places, as I learned in the course of my work, the mistakes are 
not so apparent. For the most part, the editors of these editions collected 
their songs by copying them either from fakirs’ notebooks or directly 
from performances. However, as I will explain, both these methods yield 
corrupt texts. 

The notebooks are difficult to read for a number of reasons. They are, 
for the most part, written by semiliterate scribes who not only use non- 
standard and inconsistent orthography reflecting Kushtia dialectal pro- 
nunciation but also run words together, making them hard to recognize. 
In addition, the vocabulary of the songs is often difficult, including techni- 
cal terms, uncommon Persian and Arabic words, which are often garbled 
in the manuscripts, and words from Kushtia dialect and from the distinc- 
tive jargon of sadhus. Moreover, even the oldest notebooks contain scribal 
errors. Finally, the songs are esoteric and can be difficult to understand 
even for seasoned scholars of Baul songs. Common mistakes made by edi- 
tors include missegmentation of words and confusion of letters that have 
similar forms such as k and ph, s and m, or n and I. 

The notion that the “performance is the text” does not apply to Lalan’s 
songs, since there is an “ideal text,” namely, the text taught by the guru, 
which may not match the text of the performance. When Lalan-panthi 
fakirs singing in public forget the words to a song, they will often ask 
another singer to prompt them. But ifhelp is not available, they are obliged 
to cover up for lapses of memory as best as they can. Another reason not 
to collect songs directly from performance is the danger of mishearing 
words. The songs of Lalan in Muhammad Mansur Uddin’s famous folk- 
song collection Haramani were evidently obtained from singers during 
performance, since the texts are full of hearing errors. 

I found the best way to obtain a reliable text of a song is to use both 
oral and written sources. The oral tradition serves as a check on the 
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written tradition and vice versa. When the oldest notebooks are cor- 
rectly deciphered, in most cases there are few significant variants from 
the current oral renditions of the songs. For each song I try to have at 
least one oral version that I have discussed for text and meaning with a 
singer respected for his or her knowledge of the songs, as well as one 
or more versions taken from the oldest surviving notebooks. Given the 
difficulty of the vocabulary, the nonstandard orthography of the note- 
books, and dialectal pronunciation of the singers, it is easy to miscon- 
strue what Lalan is saying on the literal level, not to speak of the esoteric 
level. Even scholars who know the Lalan tradition well sometimes jump 
to the wrong conclusions. For example, Upendranath Bhattacarya, the 
author of the groundbreaking study Banlar Baul o Baul gan incorrectly 
interprets Lalan’s song “Ache adi makka ei manab dehe” (The Original 
Mecca Is in This Human Body). Bhattacarya (1971, song no. 43), gives the 
bhanita as: Fakir Lalan bale se ye gupta makka adi imam se mine (“Fakir 
Lalan says, ‘At the hidden Mecca the first imam was mife’”). The cor- 
rect interpretation of the entire song turns on an understanding of the 
word mime. Bhattacarya (1971, 325), taking it to be the Muslim honorific 
title, standard Bengali mira (Persian miyan), says it means God himself 
(svayankhoda). When I asked the Lalan-panthi fakir Khoda Baks for the 
words to this song, instead of mirie he gave meye “woman.” After spend- 
ing some time in Kushtia, I realized that mifie is actually the word meye 
“woman” spelled according to its pronunciation in Kushtia dialect. The 
song expresses the belief that the woman is supreme (nari Srestha). This 
example underscores the importance of not taking anything for granted 
when working on these songs and of discussing each song word for word 
with knowledgeable fakirs. 

The sample song in the appendix, “Madinay rachul name ke elo bhai,” 
illustrates how I have used oral and written sources in tandem to arrive at 
the text that is as close as possible to that composed by Lalan. The most 
significant variants among the versions that I have collected occur in the 
final verse. These substantially affect the meaning of the song. The first 
line of that verse as given in K, the manuscript I have chosen as the exem- 
plar, and in V? kayar sarik chaya dekhi yaro nai sei lasariki (“I see the body’s 
partner is its shadow. So he who casts no shadow has no partner”) contains 
a clever play on words. Two pieces of information are needed to under- 
stand it. First, as stated explicitly in the song and in accordance with popu- 
lar belief (see Schimmel 1985, 35 and 129; Razi1982, 156), Muhammad has 
a body but no shadow. Chaya “shadow, shade” is the leitmotif of the song, 
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repeated in the refrain (the verse given at the beginning of the song) and 
in all three verses. The song seeks to uncover Muhammad's true identity. 
Second, lasariki (< Ar. la sharik) “without a partner” or “associate”’ is an epi- 
thet of Allah who, the Qur’an states (e.g., 17:11) “begets no son and has no 
partner.”* In the pun Lalan equates Muhammad with God by making an 
association between the lack of a shadow and the lack of a partner. He calls 
the shadow (chaya) the body’s partner (kayar sarik). So if Muhammad has 
no shadow, it follows that he is lasariki “without a partner’—that is, he is 
God.? (If A is B then the absence of A is the absence of B.) 

Instead of sarik in the phrase kayar sarik, the other manuscripts I exam- 
ined read sarib and Sarir. The oral version I obtained from Khoda Baksa 
also has Sarir. The corruptions seem to have arisen from scribal rather than 
hearing error, as the letters k, b, and r have similar forms. Sarib is mean- 
ingless, and Sarir in the phrase kayar Sarir “the body of the body” makes no 
sense. The oral variant I obtained from Laili Begum, chayahin jaro dekhi 
Sarik nai se lasarikt (“That person whom I see is shadowless has no partner. 
He is lasarikt”), may be a rephrasing by someone who did not understand 
the original pun or who tried to make sense out of the corruption of the 
original word sarik. However, it is clearly a lectio facilior, for the difficult 
pun on Muhammad as /dsarikz is lost. It would be highly unlikely for this 
pun to have been gained in transmission. 

In the last line of the song, the oral versions I collected transmit intact 
a phrase that is corrupt in all the old manuscripts I examined. The read- 
ings for this phrase as given in the manuscripts are: tao ohari (K), tao 
uhari (V’), tao ohaki (V'), tahaohaki (Bh), and taohaki (J). None of these 
readings make any sense. The two oral versions have tar hakiki “his true 
nature” (< Ar. hagiqi). Hakiktis an uncommon word in Bengali. The read- 
ings of the manuscripts are clearly garblings of this phrase. 

What I have sought to demonstrate by this example is that neither oral 
nor written versions alone are sufficient to arrive at the text Lalan can be 


7. Lasariki occurs in the form lasarikala (both -i and -kala are suffixes used in forming nouns 
with the sense of “possessing”) in Lalan’s “Kon sukhe sai karen khela e bhabe’” (Jha 1995, 15, 
no. 33) where it describes the sdi, “lord,” and is glossed as ekela “solitary, alone.” 


8. Abdullah Yusuf Ali, trans., The Holy Quran: Text, Translation and Commentary (Lahore: 
Ashraf, 1983), 726. 


g. The belief that there is no difference between Muhammad and Allah is held by Bauls and 
many Sufi groups in Bengal (see Haq 1975, 94), although, of course, such a belief is a cardi- 
nal sin in normative Islam. In other songs Lalan not only identifies Allah and Muhammad 
but also equates them with the murshid. 
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presumed to have composed. By comparing versions of both traditions, 
however, it is possible to obtain a text that one can be reasonably certain is 
close to that of the original. 


Notes 


It should not be taken for granted that Allah, Muhammad, or the murshid 
or guru in Baul songs are masculine in gender or that they are always 
considered one and the same. Depending on the context of the song, they 
can refer to any of the three sexes—the third being the androgyne—in 
any combination. Moreover, they do not stand for a supreme God or an 
abstract cosmic principle with no material reality, since Bauls do not 
believe in what cannot be perceived by the senses. Rather, they stand for 
man and woman, for the manus (person) produced from their union, or 
for their sexual fluids, either separately or in combination. 

A further complication is that Bauls use sarik in the special sense of “off- 
spring.” Thus lasariki can also be translated as “without offspring.” Bauls 
who are successful in sadhana, which involves sexual intercourse without 
seminal discharge, do not have children, and so they too are lasariki. 
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Sample Text and Translation of a Song 
by Lalan’s “Madinay rachul name ke elo bhai” 
1 madindy rachul name ke elo bhai | 


2 kayadhari haye keno tar chaya nai |l 


3 kidibo tulana tare khiyje pai ne e sansare | 
4 meghe raito chaya dhare dhupero samay || 


chayahin yaharo kaya tribhubane taro chaya | 
e kathar marma jaoya abasya cai |l 


nm 


kayar sarik chaya dekhi jaro nai se lasarikt | 
lalan bale tar hakikt balte darai || 


CoN 


Underlining indicates emendation to the exemplar. 
Exemplar: K no. 185; other manuscripts: V’ no. 188 (according to Jha’s edi- 
tion); V'a no. 2; Bh no. 9; J no. 252; oral versions: KhB and LB. 


3. LB adds ami before khije. 

4. For raito V'a, Bh, J, and KhB jaro, LB jyeman. 

5. LB jaro, trijagate, and tari. 

6. LB kathari. 

7. V'a sarib, which is probably a scribal error for sarik. Bh, J, and KhB sarir, 
which does not make any sense. For kayar ... nai LB chayahin yaro 
dekhi Sarik nai. For aro nai KhB chayahin. 

8. The emendation is based on the oral versions. The readings in all man- 
uscripts I checked are corrupt: K tao ohari, V2 tao uhd@ri, V'a tao ohaki, 
Bh tahaohaki, and J tao haki. 


Brother, who is the man 
they call the Messenger 
who came to Medina? 
He has a body— 

so why no shadow? 


What can I compare him to? 
I can't find anything 
in this world that equals him 
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whom the clouds shade 
from the blazing sun. 


His body has no shadow, 
yet his shadow spreads 
over the three worlds. 
You've got to understand 
what I’m saying. 


I see, the body’s partner” 
is its shadow. 

So he who casts no shadow 
has no partner. 

Lalan says: I’m afraid 

to tell the truth about him. 


Discussion 
HAWLEY 
How exceptional, even among the Bauls, is this attention to authenticity? 
SALOMON 


I think it is exceptional. I do not find this attention to authenticity as much 
in other Baul traditions, and I have been thinking about how to explain 
this. The disciples were very attentive to preserve these songs in writing. 
Maniruddin was the scribe who copied these manuscripts several times. 


BHATTACHARYA 


I understand that the Lalan-panthi fakirs are very keen on authenticity. 
Although the West Bengal Bauls sing Lalan’s songs, they really belong 
to different traditions. It is clear to me now. Besides, you have explained 
beautifully all the variations in the actual wording of the songs. It is a 
very important work. About the word hakikt, I was wondering if it could 
not have been a later change, since there is a continuous process of 
Islamization that is going on in Bangladesh. Could it be a later substitu- 
tion in an attempt to Islamize the text? 


10. On the special sense in which the Bauls use sarik, translated here as “partner” see note 
7 above. 
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SALOMON 


Thank you, that’s a good question. There are three reasons why I do 
not think that is the case here. First, it is scholars rather than fakirs 
who attempt to Islamize the tradition, portraying it as an orthodox Sufi 
one. As I have stated, Lalan-panthi fakirs would not deliberately alter the 
words of a song by Lalan. Second, Lalan uses many Arabic and Persian 
words in his songs. The context of the song under discussion is Islamic, 
and two other Arabic words are used in the verse in question. And third, 
the readings of the manuscripts do not make any sense. The only way 
to explain them is as garblings of hakikt, the variant of the oral versions 
collected from fakirs. 


John Stratton Hawley, professor of religion at Barnard College, Columbia 
University. 


France Bhattacharya, professeur émérite des universités, INALCO. 
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First line | 421 bay 


Song No. | 44-718 Page| 
1. What kind of fakir are you if you don’t know about 
the unknown? 28 
2. Some people are lucky enough to see that moon 32 
3. I don’t know what will happen when my time is up 36 
4. My Prophet is the pilot to the other shore 40 
5. Does our Lord have a body, or doesn’t he? 44 
6. Didn't you know it before, O king of my mind? 48 
7. The primal Mecca is in this human body 52 
8. Allah is in the original place, Muhammad is in the machine 60 
9. There’s an unknown person in religion and the world 62 
10. The mother screens the father of the world from view 74 
u. Does a person tell beads who has found the Man of the Heart? 78 
12. Ina marvelous hall of mirrors inlaid with gems 82 
13. It’s a strange show—the fakir ways of the Sada Sohagi saints 86 
14. I’m out of touch with myself 92 
15. A stranger has the keys to my house 96 
16. I have not seen him even once 102 
17. Who else can I blame? 104 
18. Come on! Let’s follow the Prophet’s faith 108 


. You cut your life short by not keeping Amavati 
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. Why worry now? 
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Will the Black Moon come to Gokul again? 
In alif, lam, and mim 
Ahad came as Ahmad and spread the Prophet’s name 


Look brother! Being forced to work is like swallowing a 
husking machine 


What kind of law did the Prophet preach? 

What kind of thief is this 

My friend, who in this town of Gokul is not in love 
with Syam? 

So this is the happiness I find here 

That man is in this man 

Not even once did you think of the crossing 


Four colors in a single flower 


Madman, you brought the merchant’s treasure here 
and squandered it 


Now how to worship to escape the torment of death? 
An unknown man roams the land 

Why do you talk to me about Kala, today? 

You should understand what sets those two lights apart 
My mind, you miscalculated 

Though I’ve been around, my darkness didn’t lift 

O my mind, refined three times and still not pure 


Who do I ask this question, today? 


Mind, are you going to Kashi or Mecca? 
What should I do? Which way should I go? 
I used to stay at home playing the role of good wife 


Mind, how much longer will you stay at home 
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Who dressed you in that loincloth? 
Tell me! Who dressed you in these clothes? 
Who could have built a hall of colors like this? 


Why are you shouting at the top of your lungs for 
someone nearby? 


What land will you go to, my mind? 
What pleasure does the Lord get from playing in this world? 


The mystery of Adam who was made from clay—is it a 
mystery an animal can understand? 


When she has no customers why should she display her 
treasures? 


You fell in with bad company 

Only he on whom the guru has mercy knows 

Madman, you keep diving into the ditch 

The waters of Gaur’s love run deep, yet I plunged right in 
Come on, my mind. What land will you go to? 

The moon is surrounded by moons 

I’ve been bailing water for ages 

Go and learn about the light 

Mind, find out about the act of love 

Hey Gaur, I'll find out from this sinner 

A space the size of a sesame seed—how marvelous! 

We'll never get another friend as compassionate as you again 
Don’t mention Kala to me anymore 

Don’t any of you go near those madmen! 

Just dive into the Ocean of the Heart and you'll see 

This time search your own house 

What a miraculous thing I saw 


I’ve got to hand it to the one 
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Songs of Lalan Sai 
Put your lips to hers and catch the uncatchable moon 
Lay a trap in the house of wind to catch the thief 
Go and search! Where did Azazil fail to bow down? 
Will you get Allah if you don’t know the Prophet? 
How can you find out the mystery of Khoda 
The world came from the Prophet’s body 
The Prophet’s law is impossible to comprehend 
I don’t know how he looks 
What good is talk when you don’t know what to do? 
Any day now, my bird’s going to fly away 
With what treasure can I win the crazy madman’s heart? 
If a life of sin is foreordained 
Who wants to go to the other shore? 
Is it easy to hold on to love? 
Mind, something got in the way of your fakir worship 
Stop faking and follow the fakir way 
We lost Kanai in the forest 
The squabbling in my house never stops 
Know what you're doing before you worship! 
I won't forget. I won’t forget, I say 
Brother, who is the man they call the Messenger 
He is the master of all knowledge who has dived 
My mind, today you’re in trouble 
O my mind, don’t lose yourself in love 


Mind, is this what you think: You'll get Allah without knowing 
the Prophet? 


Hey mind, or king of my mind, if 1 could catch hold 
of you today 


98. My mind, how spineless you are! 
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99. 
100. 
101. 
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126. 


CITY OF MIRRORS 


O my heart, who is there to call your own? 

Tie the loincloth of your mind on tightly 

It’s all right if a man can die and then dive 

Why do they say you'll reach God when you die? 

Is the worship of the Man just ordinary worship? 

If you worship Mother, you'll find out Father’s address 
When will I be united with the Man of my Heart? 

Only he finds out the truth 

What message did the Prophet pass on to this world 
No one can understand the strange game of my Lord 
If only I could get Gaurcad 

Go away, Syam! Don’t come to Radha’s garden ever again 
That unknown person whom the great sages never find 
He who goes to the golden lotus-river 

The one who’s the goal of the devotee 

On the day the Lord floated in an egg on the waters 
The love that turned Syam into Gaur 

Can you find out what shape the Lord takes in man 

If you’re going today to Gaur’s market of love 

In my Lord’s own court 

I want to go to Kashi 

A thief keeps breaking into the hall of colors 

If you know his Messenger, you can get to know Khoda 
Mind, you go by the name of the true lover 

Can you know where the steady man holds court 
When dawn breaks, my bird announces: “I’ll eat now” 
The Lord’s game is terrifying to watch 


Sixteen bandits are turning the city upside down 
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Songs of Lalan Sai 
Can I reach my Lord, who enjoys pure love 
My mind, always live in pure love 
When he heard about the unknown man 
Everything rests on fate 
Let’s round up the cows and leave early 
It amazes me to see the Lord’s play 
Will I ever be able to recognize him? 
Is it easy to get that treasure? 
The Black Moon has come to Nadiya 
I didn’t become a good confectioner 


What a pity! I spent my whole life raising an unknown bird 
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Ayan khabar na janile kisero phakiri 


BTA AS AT Srifercar FCT wlsiS 
Al Ma a AY Sst ON SAH AA I 


FACS CACC AT AA Aa 
Cary & fae II 


eMC eT HAR 
A et Sie ae A 
et arash offs i 


Prater FS cer CH AeA 
Ba Cl SMA CARA Se 


2 Fat aaa 


ajan khabar na janile kisero phakiri 
ye nue nur nabi amar tahe aras bari Il 


balbo ki sei nairer dhara 
nturete niir ache ghera 
dharte gele na yay dhara 
yaiche re bijari Il 


muladharer mil sehi nir 
ntrer bhed akil samuddur 
yar hayeche premer ankur 
oi nur jhalak dicche tari 1I 
siraj sai bale re lalan 

karo ge 4pan deher balan 
nuare nare kare milan 


ai rap theko re nehari Il 


Songs of Lalan Sai 29 


What kind of fakir are you! 

if you don't know about the unknown? 
The light my Prophet’s light came from 
also produced God’s throne.” 


What can I say 

about that stream of light? 

The light is surrounded by light. 

You can never catch it, try as you may. 
Like lightning it darts away.* 


It is the root at the base, 
a mystery vast as a shoreless sea. 
That light flashes in him 


who has made love sprout within.° 


Siraj Sai says, Hey Lalan, 

make your own body strong.® 

Unite man and light,” 

Fix your eyes on that beautiful form.’ 


1. kisero fakiri: lit. “What kind of fakir worship?” Alt. trans.: “How can you worship the 
fakir way?” 


2. the dras bari: lit. “from it (came) God’s throne.” An alternate meaning of dras bari is 
the seat where God resides in the heart (DKES, 17). As is the case in many other Lalan 
songs, there is also a pun here with the similarity of the words Gras and rasa; bari can also 
mean water, emphasizing the fluidic nature of the Prophet’s light. [There is also a note in 
Salomon’s manuscript for this song: “adraser bari.” 


3. Alt. trans.: “No matter how you try; though you try and try.” 

4. Lit. “It’s like lightning.” Alt. trans.: “It streaks by; it passes you by.” 

5. [Salomon’s manuscript adds the note: “lit. ‘in whom love has sprout.’”] 
6. karo ge Gpan deher balan. 


7. [Salomon’s manuscript notes two variants for this line in published and manuscript ver- 
sions: LSOLG gives niire niir and BhS has nie nirakore milan.] 


8. [Salomon uses “fix your eyes” for the word nehari, which also connotes a continuous medi- 
tative reflection, similar to dhyana or darsana.] 


30 CITY OF MIRRORS 
Ajan khabar na janile kisero phakiri 


According to Islamic cosmogonic theories, Allah created Muhammad's 
light from his own light. He then divided Muhammad's light, some 
sources say into four parts while other sources say into ten, and from one 
of these parts made his throne. By stating that Muhammad’s light and 
the throne came from the same light, Lalan is expressing the belief that 
Allah’s light and Muhammad’s light are identical. 

When Lalan says that “the light is surrounded by light,” he is referring 
to the Supreme conceived of as primal light (adi niir), a single substance 
(bastu) but composed of both semen and blood. Lalan further describes 
the light as the “root at the base” (i.e., the miladhar-cakra) because it is 
the source or root of all things and becomes manifest in the woman’s 
miladhar during her menstrual period. 

To “make the body strong” means to prevent the discharge of semen, 
which leads to bodily decay and ultimately death. Through Baul sadhana 
the practitioner is said to conquer death itself. In order to “unite man and 
light” the male practitioner takes the “light” in the form of menstrual 
blood from the woman’s miladhdar into his own body and makes it ascend 
together with his semen to the sahasrar-cakra in the head. By “Fix your eyes 
on that beautiful form,” Lalan means to watch for the appearance of the 
light in the maladhar. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 241; LSOLG vol. 2, no. 42; T*: 54, no. 30; BhS no. 108.] 
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WAP St AWACHA 


Anek bhagyer phale se cad 
BAP Sl FP anek bhagyer phale 
CHE HE CHRIS ATI se cad keu dekhite pay 
wa «WAH amabasye nai se cade 
Wcat Ola frat GAR II dvidale tar kiran uday Il 
fe wrath <ifs bindu majhe sindhubari 


wail wie *] PA 
web aa oe 
CARR CR Sey MTT SHTRTANT I 


RAAT TK 
frat CSA TR Set 
COB OAtifer faraey 
fait 4 TA AT I 


WAAC HX RCA 
aafel oT Taal TART 
Ar GAS 6 aT ST Il 


majhkhane tar Stinyagiri 
adhar cader sinyapuri 
sehi ye tilapraman jaygay |I 


yatha re se candrabhuban 
diba reter nai alapan 
koti candra jini kiran 
bijali saficare saday || 


darasane duhkha hare 
parasane paraga kare 
zmani se cader mahima 
lalan dubeo dobe na tay I 


Songs of Lalan Sai 33 


Some people are lucky enough 

to see that moon. 

It doesn’t have a new moon phase. 
From the two-petaled lotus 

it shoots out rays. 


Ina single drop 

the waters of an ocean; 

In the center, 

the mountain of the void.? 
The city of void 

of the uncatchable moon? 
is a place the size 

of a sesame seed. 


In that moon's world 

no conversation 

between night and day.* 

Its rays outshine a million moons 
and lightning flashes constantly. 


The sight of it erases sorrow. 

The touch of it turns you to gold. 
Such is the moon’s magnificence.° 
Lélan dives in, but not deep enough.°® 


1. Lit. “Its rays radiate from the two-petaled lotus.” 


2. Alt. trans.: “the void mountain.” [KSh and LSOLG read svarnagiri for siinyagiri, and 
svarnapuri for siinyapurt in the following line. See note 6, “Emendations to published edi- 
tions,” on the next page.] 


3. Alt. trans.: “The void city of uncatchable moon.” 


4. dibareter [diba reter| nai Glapan: alt. trans.: “No repartee between night and day; Night and 
day don’t converse.” 


5. The past active participle of a verb followed by a negative finite form of the same verb 
generally indicates something done superficially or incompletely, as in sune sone nd, “he/she 
hears, but it doesn’t penetrate.” For this reason I have taken the sentence Lalan dube[o] dobe 
na tay to indicate failure. It is also possible, however, for it to have the opposite sense: “Lalan 
dives in and doesn’t drown.” Alt. trans.: “Such is the moon’s magnificence, Lalan dives in, 
but doesn’t go deep / but doesn’t stay down; such is the moon’s greatness. Lalan dives in, but 
stays/remains near the surface / but just breaks the surface.” 


6. Emendations to published editions: Refrain: LPhKK misreads ndi se as naile; for BBOBG 
baraém read kiran. BBOBG interchanges verse 1 and 2. (For the purpose of noting the 





34 CITY OF MIRRORS 


Anek bhagyer phale se cad 


Lalan says that the “moon” has no “new moon phase” because the Supreme 
has the form of a moon that is always full. In the thousand-petaled lotus, 
the sahasrar, where the Supreme resides, he remains invisible and cannot 
be known. In the “two-petaled lotus,” the ajfid-cakra, situated between the 
eyebrows, the Supreme’s light shines; here the moon “shoots out rays” 
and can be seen by the Baul who “has the eyes to see” (LG no. 110 [2]).’ In 
another song (“Ei manuse sei manus ache,” LG no. 2 [28]) Lalan sings: “His 
house is on an unknown petal, his court in the two-petaled lotus.” 

The “drop” is the point of origin of the cosmos and represents the pri- 
mordial totality. On the one hand it is the drop of semen from which the 
universe evolved; on the other hand, it is comprised of both semen and 
blood represented by the “uncatchable moon” surrounded by the “waters 
of an ocean” (see also notes to LG no. 241 [“Ajan khabar na janile kisero 
phakiri,” 1]). The “void mountain” where the “uncatchable moon” lives in 
a “void city” signifies the cosmic mountain, the center of the universe. (In 
another song, LG no. 253 [“Ki sadhane pai go ami tare”, [the] Supreme 
lives on the peak of the void mountain in an isolated cave, which symbol- 
izes the navel of the universe.) Both the mountain and city are described as 
“void” because the Supreme is nirakar (“formless”) and Glek (“invisible”). 
(In LG no. uo [“Anek bhagyer phale se cad,” 2] the city itself is described 
as “invisible.”) Another song about the divine city mentions that it has 
one thousand districts (LG no. 139 [“Gurur daya yare hay sei jane,” 55)), 
which indicates that in the microcosm of the body the city is situated in 


variants, I have disregarded the reversed order of these verses.) Verse 1: For bindu majhe 
BBOBG has bindunale. For sinyagiri “void mountain,” LSOLG and BBOBG have svarna 
giri golden mountain, probably due to misinterpretation of the word as written in the 
exemplar. Although T has sarna, it is stinya, not svurna, that was intended. The reph (the 
marker for an r preceding another consonant) does not necessarily indicate an r in pro- 
nunciation. According to an archaic orthographic convention, it was placed over any 
geminate regardless of whether it was pronounced. T has svarnna in other contexts, too, 
where svarna would make no sense at all, e.g., Ta: 27, no. 49 (LPhKK, 21). Moreover, all 
published editions cited give sinya sikhar “void peak,” a phrase analogous to Siinyagiri, 
in their versions of Lalan’s song “Atharo mokame ekti riper bati”? [LG no. 231]. For 
Stinyapuri [or sinyapuri] LSOLG has svurnapuri and BBOBG has svarga purt. For se to 
til pramén jaygay [or sehi ye tilapraman jayay| BBOBG has sei to uni praman janay. Verse 3: 
All published editions have sona, whereas T and Sha [K] have paras, which Lalan seems 
to use in the sense of “gold.” See “He who goes to the golden lotus-river” [112], text note 
2. BBOBG has emon mahima se cader instead of emni se cader mahime. LSOLG gives mahima 
instead of T mahime, which is necessary for the rhyme. 


7. [Le., “Anek bhagyer phale se cad,” the present song. 


Songs of Lalan Sai 35 


the sahasrar-cakra. (See also in this connection LG no. 46 [“Hay ki kaler 
gharkhani bédhe”] and LG no.62 [“Jano re man sei rager karan,” 69].) 

Lalan says that in the “moon’s world” “not a word is spoken” because 
the place of the moon emits no sound. Just as it cannot be seen, so too 
it cannot be heard. As Lalan puts it in another song (LG no. 148 [“Khije 
dhan pai ki mate parer hate”]), the Supreme lives in “a noisy house” (i.e., 
the body), but in “a silent cottage.” 

The “ocean” exists in the body not only in the drop in the sahasrar, but 
also in the woman’s miiladhar in the form of menstrual blood. It is into 
this “ocean” that Lalan hesitates to dive. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T': 16, no. 27; LPhKK, 205; LG no. u0; LSOLG vol. 2 no. 50; BBOBG 
no. 51 (corrupt); LS no. 103.| 
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BW Piers SIT 8 fee al aT fey 


Anum kaler kale o ki hay na jani 


BW Biter Steer 8 fe Sa a Gh 


antim kaler kale o ki hay na jani 


fee Wat ¢ Ta IDET Bical frevstf 1 ki maya ghore katalam hare dinamani II 


AGATA TH CATT 

Batt TCH fee Seay 

fractal Ale BNC AT COTeTT 
ae aT 


CH IC ATR 

Wel TRTETT aN fopwacer 

Q ACTA SAY Aer CAPTAAT 
Bla aethey 


SCA CHANT BIC BIC 

ff 

ANery Acet Se fas RAT AT 
aca fri 


enechilam base khelam 

uparjan kai ki karilam 

nikaser bela khatbe na bhola 
elo bani II 


jene Sune sona phele 

man majalam ran pitale 

e lajer katha balibo kotha 
ar ekhani ll 


thake gelam kaje kaje 

ghirilo unpaficase 

lalan bale man ki habe ekhan 
bal re Suni Il 
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I don't know what will happen 
when my time is up. 

I spent my life under a deep’ spell 

of delusion and lost the jewel of day.? 


I brought it with me, 

but I let it slip away. 

Where are my earnings? 

What did I do? 

The word has come: 

When it’s time to settle your account, 

you won't have enough,’ you forgetful man. 


I threw away gold on purpose, 

and seduced my mind 

with tin and brass. 

Where can I tell the story of my shame, 
this instant? 


I was cheated at everything I did. 

The forty-nine have surrounded me. 

Lélan says, Mind, what’s going to happen now? 
Tell me. Let me hear it.* 


1. Alt. trans.: “heavy.” 


2. The phrase diner mani [Salomon’s manuscript gives the compound dinamani] is ambigu- 
ous. The homonym din means “religion” as well as “poor,” “wretched.” Thus the phrase 
could also be translated as “the jewel of religion” and “the jewel of the poor.” The word mani 
“jewel” is a double entendre as well. The homonym mani (Ar. mani) also means “semen.” 


” ue 


3. khathe nai: lit. “it won't do,” “it won’t suffice, 


” es 


it won't cover.” 


4. Alt. trans.: “Let me hear it.” 


38 CITY OF MIRRORS 
Antim kaler kale o ki hay na jani 


Another song about the fatal consequences of failing to prevent the ejac- 
ulation of semen, called here “the jewel of day.” “Gold” also represents 
semen and in addition symbolizes true love, that is, sex without seminal 
emission. “Tin and brass” signify the senses (also whatever or whoever 
gives purely sensual gratification) and lust, which is to say, sex ending in 
ejaculation. The meaning of the sentence “The forty-nine have surrounded 
me” is not entirely clear. Forty-nine is the traditional number of maruts, or 
wind gods. According to Khoda Baks, they are responsible for stirring up 
lust. It is also possible that in this context they connote approaching death. 

[Sources for the original Bangla version include Salomon’s manuscript; 
T*: 58, holo. 108; LG no. 394; DKES, 86, no. 328.] 





—. a - a) 
4 Exeydgec 
“VT PSB nolo 108 Sha 323 ee 


oe 2k ieee a ee naa 


2 6 Te ane SS Gem 


[Srerreerrst REE Lee 
= — se tak OR te BBD 
AAS (29> at Viytra ae (Gary nee 
a ame Png EBREIT She =a 

ey aS 1 
ZA sens 31 TRroR Looe 
_A RR Way SF oan pean = 

Se ATA I 


=e — te tg retort 


OYA Sin sa Pw ae uA 
| SeA-E-25hTS 
pnts Sigaecoutt Vonannde a 
& BIBSAT 7 pV Oran HET 
Brolin, 
























































t 
1 


Salomon’s MS for “Antim kaler kale o ki hay na jani.” 


Wada St A alah ara 


Aparer kandar nabyt amar 


Baas Bt A afefer ores 
Soret Weel Jt AL att fear 
8 FH ONG SICA Sy SRA 
afe aeetey fee 9F Stet BCA 

C ACT Il 


SUH GT Great Sift oa 
Cl Aiea Seat BI YS 

a fork orale oA 
ate | aie Sis aisid OAC I 


at Ay Uke 
TRA AHA Ba 
C WIA wR Ais 
8 OA AN] AG feos Bet 

WW GINS COC II 


St 6 wise al Gat 
BIAS A CHS fea PATA 
RAAT wt SMA at 
BAe Aes Ae AACA 
fran t 34 CF Il 


aparer kandar nabiji amar 

bhajan sadhan brtha nabi na cine 

o se aul akher batun jaher 

nabi kakhan kiriip dharan kare 
konkhane || 


asaman jamin jal adi paban 

ye nabir nire hay srjan 

balo kise chilo se nabir asan 

nabi purus ki pralati akar takhane || 


alla nabi duti abatar 
gach bij yertip dekhi ye prakar 
tomra subuddhite karo ye bicar 
o tar gach bara ki phalti 

bara neo jene I 


atma-tattve phajil ye jana 
jante pay sei nigirh karkhana 
halo rasul ripe prakas rabbana 
adhin lalan bale darbes 

siraj sair gune I 


Songs of Lalan Sai 4l 


My Prophet is the pilot 

to the other shore. 

You worship in vain 

if you don't recognize him. 

He is first and last, 

concealed and clear. 

The Prophet can take any form 
anytime, anywhere. 


From the Prophet’s light 
came sky and earth, 

water and wind. 

Tell me, what kind of seat 

did he sit on? 

Was he male or female then?! 


Allah and the Prophet 

are two avatars, 

like seed is to tree— 

I think that’s the analogy. 

Now use your good sense to deduce: 
Is the tree greater or the fruit? 
Find out! 


He who has mastered 

the truth of the self 

can know about his secret affairs. 

Our Lord appeared in the Prophet’s form, 
through the grace of Dervish Siraj Sai, 
says poor Lalan. 


1. [Salomon’s version differs from at least one published version (LS no. 376) in that the first 
antara, or verse, beginning with “From the Prophet’s light,” is switched with the second 
antarad, beginning with “Allah and the Prophet.”] 


2. nigurh karkhand. [Salomon’s manuscript has in the margin that Karim Shah gives dialecti- 
cal dpta-tattve for dtma-tattve and se to jane saijir karkhana for jante pay sei nigirh karkhana. 
See note 3.] 


3. [Emendations:] There are only minor variants among the versions I collected, including 
Karim Shah’s oral version as well as the versions listed above. In the refrain J and LSOLG 
have kandari for kandar. In verse 1 Karim Shah gives kothae for kise and gach bij ankur for gach 


42 CITY OF MIRRORS 
Aparer kandar nabiji amar 
Lalan describes Muhammad as “first” (aul, Ar. awwal) because Nur 
Muhammad, the pre-existent essence of Muhammad, is God’s first 
creation, and as “last” (akhir) because Muhammad is the “Seal of the 
Prophets.” The light of Muhammad manifested itself in all the prophets 
until it reached its fullest manifestation in the last prophet, Muhammad. 
He also says that he is “hidden” (batun, Ar. batin), since Nur Muhammad 
can only be known by those who possess secret knowledge. And he says 
that he is “clear” (jaher, Ar. zahir, literally “manifest”), for the historical 
Muhammad lived in Mecca and Medina. As mentioned in the annotations 
to “Ahade ahamad ese nabi nam se janale” [LG no. 282; 22], according to 
the Baul poet Gopal, Muhammad’s seat when he created the world was 
on the heavenly throne next to God. See the annotations to that song fora 
discussion of Muhammad’s role as the active female principle in creation. 
In Bengali Sufism, the Prophet is considered an avatar, an incarna- 
tion of God. However, Lalan calls both the Prophet and Allah avatars. The 
probable reason for this is that at the beginning of time, God existed only 
in a potential state. Not until he emerged from the egg did he become 
the Creator. As Lalan says elsewhere (“Ke bojhe tomar apar lile,” “Who 
Understands Your Incomparable Game?,” LG no. 202): “You were a light 
without form. Then you incarnated in the egg.” 


aes 


The image of the “seed,” “tree,” and “fruit” is a common one in Muslim 
Bengali literature to express the interconnection of God, the Prophet, 
and man. Commenting on the use of this metaphor in Nar Jamal by the 
sixteenth-century Bengali poet Haji Muhammad, Roy [1983, 158] says: “He 
mentioned the cyclic process of creation as exemplified in the seed giving 
birth to the tree and the tree to the fruit and seeds again. This underlined 
that ‘the one is three and the three is one.’ The one is not ‘affected’ by the 
other, and the ‘death of the fruit is not the end of the tree.’” But whereas 
Haji Muhammad rejects “a total identity of creator and created,” Lalan 
believes that God, the Prophet, and man are one and the same. Punning 
on the similarity of the words khoda (Pers. khuda “god”) and khod (Pers. 
khod “self”), he sings: “The Prophet, man, the self, or Knoda—these three 
are never different.” Similarly, the Baul poet Rashid sings (Sariph 1973, 139, 
no. 1): “Allah, the Prophet, and Adam—they’re three in one light.” Since 


bij yeriip, probably due to the influence of “Aleph, 1am, mimete” [21], which has the same 
image. In verse 4 for nigurh J has nigum and Karim Shah gives sdijir. 
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they are all identical, the question that Lalan asks—“Is the tree greater or 
the fruit?”—has no answer. It is the identity of God and man that Lalan 
calls the “truth (or doctrine) of the self” (atmatattva). 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LS 376; T:2, no. 4; LPhKK, 231; J1, 251; LSOLG vol. 1, no. 28; LG 
no. 269.] 
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akar ki nirakar sai rabbana 
ahad ar ahamad namer 
bicar hale yay jana || 
khudi bandar dehe 

khoda se lukaye 

ahade mim basaye 
ahamad nam halo se ni || 


ahamad name dekhi 
mim haraph lekhe nabi 
mim gele ahad baki 
ahamad nam thake na || 
ei pader artha dhure 
karo jfian basbe dhare 


keu kabe lalan bhere 
phakramo bai bojhe na | 
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Does our Lord have a body, 
or doesn't he? 

Look closely at the names 
Ahmad and Ahad 

and you'll find out. 


Khoda hides in the bodies 

of his own servants.' 

Put a “mim” in Ahad, 

and the name becomes Ahmad. 


But I see, 

if you don't write the letter “mim,” 
if you leave it out, Ahad remains. 
The name isn’t Ahmad anymore. 


Some will make sense of this poem.? 
But others will say, Lalan, the fool, 
speaks nothing but gibberish. 


1. “Own” translates khudi. See the discussion of this word in note 4. 


2. ei pader artha dhure karo jrian basbe dhare. More literally, “Some will search for the mean- 
ing of the poem and knowledge will take a seat in their bodies.” The manuscripts have karo 
with the final o-kar spelled out, indicating that the indefinite pronoun is intended rather than 
the interrogative kar. 


3. Lit. “Lalan, the fool, understands nothing but gibberish.” 


4. Emendations to the exemplar: In the refrain T has sei for sai. In T and J1 the problem- 
atic word khudite opens verse 1. The published editions cited give khijite, which seems to 
be an interpolation by the editors, who could not make sense of khudite. I have tentatively 
translated the variant of Khoda Baks’s oral version, khudi, which I have taken to mean “self” 
(Persian khwud). It is also possible that the word is used in the sense of “small” (Sanskrit 
ksudra). In the last verse T has phakramo sai, whereas J! has phakra bay. Here too I have 
translated Khoda Baks’s variant phakramo bai (lit. “except nonsense.”) This reading makes 
the best sense and also fits the meter. Other variants in the manuscripts: Verses 1 and 2 
are in the reverse order in J1. (Variants in the manuscripts and published editions are cited 
according to the verse order of T.) Verse 2: In the last line of the verse T has nam whereas 
J1 has dr. Published editions: In the refrain LSOLG and LG have ahdd adr ahamader (LSOLG 
ahamader) instead of Ghamad and ahdd naémer given in the manuscripts. As in J! verses 1 
and 2 are interchanged in LG. In verse 1 for LSOLG and LG khijite read khudi. LSOLG and 
LG have the additional word nam in the last line of the verse not found in the manuscripts. 
In verse 2 for LG nabi read naphi. In verse 3 for LG pather read pader and for LSOLG dhare 
read dhure (dhiire); for LG kar ba read kar [o], and for LSOLG phakrame sai and LG phakra sai 
read phakramo bai. 
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Akar ki nirakar sai rabbana 

Although anthropomorphic terms applied to God in the Qur’an led some 
Islamic theologians to postulate that he has a body, the orthodox doctrine 
is that God is incorporeal. The problem of how to explain the paradox that 
God is incorporeal yet is sometimes described anthropomorphically is one 
of the common themes in Lalan’s songs influenced by Islam. In his song 
“Zeman din ki habe ar” [LG no. 252], Lalan points out the contradiction 
between the hadith “God created Adam in his form” and the notion that 
God is formless: “God created man in his own image. This is also well 
known. But here’s the great mystery: If he has no body, how can he have 
an image? Will someone please tell me?” 

In the song under discussion he hints that the answer to the puzzle 
can be found in the hadith qudsi (extra-Qur’anic revelation) ana ahmad bila 
mim, “I am Ahmad without the mim.” (See the discussion of this hadith 
in the annotations to “Rasulke cinile pare khoda cena yay” [LG no. 261; 
121].) As I mentioned in those annotations, Lalan holds that Ahad and 
Ahmad are just the bodiless and bodied aspects of the same being: Ahad 
is Ahmad and Ahmad is Ahad. The Prophet Muhammad is the manifest 
form of God. (On the relation of God to the Prophet Muhammad, of the 
formless Lord to the human form as that of essence to attributes, see the 
annotations to “O duti nirer bhed bicar j4na ucit bate,” LG no. 240; 36].) 

In the first verse of the song, however, Lalan describes God not as man- 
ifest but as hidden “in the bodies of his own servants,” and hints that the 
clue to understanding this enigmatic statement is also found in the simi- 
larity of the names Ahad and Ahmad. Here Lalan is not alluding to the 
physical form of the historical person Muhammad but to his hidden incor- 
poreal form known as the light of Muhammad, which is in the soul of man 
(see the annotations to “Nabi na cinle kise khodar bhed pay” [LG no. 206; 
76]). In other words, the light of Muhammad is to God as the jibatma 
(individual soul, < Skt. jivatma) is to the paramatma (supreme soul) in 
Hinduism. As Duddu Shah clearly puts it (“Paygambar peye paygambar 
Seser nabi ye paroyanay” in Jahangir 1964, no. 221): “Allah in the self is 
called the Prophet.” Thus man is related to God in both shape and essence. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T?: 35, no. 64; LPhKK, 244; J1 no. 415; LSOLG vol. 1, no. 19; LG 
no. 280; DKES no. 17] 
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Salomon’s MS for “Akar ki nirakar sai rabbana.” 


SUC GA ATG WAT 


Age jano na 0 manuray 


BUC Get ATG WYATT 
afe afaci eta | «a Wat 
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Caleta Cle wifacet 

HTSTET ATTY SAS TTT ATT 


1 AICS GABhs Cale 

C DST CIC POP CHT CA 
WiC at 

WaCw fer Aca Alea CAST 
qa fea 

acl ALA SO ATS Il 


C Gam ae ace ashe 

Reta Sy SIA 
ahs Brel 

MTS MAY WT BA 
CAIDA COATT Il 
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age jano na o manuray 
baji harile takhan lajjay maran 
Sese ar miche kandile ki hay | 
khelo man khelaru bhabiye sriguru 
samal samal baji samal sarbaday || 
e deSete juyacuri khela 
totka mere phatkay phelay re 

man bhola 
taite bali bare bare khelis 

khub hisiyare 
nayane nayan bandhiye saday || 
corer sange nahi khate dharmadara 
hater astra kabhu karis ne 

hat chara 
rag astra dhare dustu daman kare 
svadegete gaman karo re tvaray Il 


coyani bandhiye khele yei jana 
kaharo ye sadhya sei ange 
dey hana 
phakir lalan bale 4mi tin tero 
na jani 
baji mere yaoya bhar halo amay |I 
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Didn't you know it before, O king of my mind? 
Tf you lose the game, you'll die in shame. 
What's the use of crying when it’s over? 


O player, my mind, remember the Sriguru and play. 
But stay in control, stay in control of the game!! 
Stay in control all the while! 


Swindling is the game? in this land. 
They give you a quick fix, 

make you take risks,* O forgetful mind. 
That’s why I tell you again and again, 
“Play carefully. Keep your eyes riveted 
the whole time.” 


Piety cuts no ice with thieves. 

Never let your weapon slip out of your hands. 
Seize the weapon of love and crush the scoundrels. 
Then head straight for home.° 


Can anyone hurt a man 

who plays without losing a cent?” 

Fakir Lalan says, I don’t know thirteen times three.® 
The game’s hard for me to win. 


1. “Game”: kheld. All other occurrences of “game” are translations of baji, here used as a syn- 
onym of khela. Cf. Ramprasad’s famous line: ebar baji bhor hailo, “Now the game (of life) has 
ended.” See the commentary for the esoteric significance of the word. 


2. Alt. trans.: “Swindling’s the name of the game. ...” 

3. “Fix”: totka, lit. “quack remedy.” 

4. Phatké means “speculation in the share market.” Phatka pheldno therefore means “to 
make one speculate,” i-e., “to make one take risks.” 

5. corer sange nahi khate dharmadara: lit. “Piety doesn’t work on thieves.” 

6. svadesete gaman karo re tvardy: lit. “Then quickly go to your native land.” 


7. Alt. trans.: “without losing a dime; without losing a penny.” Published editions such as LG 
and LSOLG hypercorrect cau dni, as the word is spelled in the manuscripts, to the practically 
homophonous word coyéni, “oozing.” This obscures the exoteric meaning of this double 
entendre, which is “four annas,” translated loosely as “cent.” The translation of the first half 
of the verse is rather free. It can be literally translated: “Is anyone capable of raiding the 
organ of a person who ties up his four-anna piece (‘who arrests the oozing’) and plays?” The 
translation is highly tentative; alt. trans.: “who plays without losing his wad.” 


8. “Thirteen times three”: According to Khoda Baks, tin tero has the figurative sense hisab- 
nikas, “accounting.” The line therefore means “I don’t know how to figure.” (Cf. tiner tero,” 
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Age jano na o manuray 


The key to the esoteric significance of this allegorical song is contained in 
the word baji [or baji], translated as “game,” which is a play on bij, “semen.” 
(See also the line ebar here baji kendle ar sére na in Lalan’s song “Hire 
lalmatir dokane gele na” [LG no. 436]. On the equating of ejaculation with 
dying, see “Ebar ki saidhane Saman jvala yay” [LG no. 453; 33].) The sadhak 
must “stay in control” of his semen. He and the sadhika, who is his guru 
(sriguru, “revered guru,” is a pun on striguru, “female guru”), must also 
keep their “eyes riveted,” that is, maintain eye contact, so that he does not 
lose the concentration necessary for preventing seminal discharge. The 
“scoundrels” are the six enemies of man (chay ripu): lust, anger, greed, 
infatuation, vanity, and envy. “Home,” or more literally “native land,” 
refers to the yoni, the birthplace and original home of all human beings. 
(Cf. Freud’s “Das Unheimliche,” where “Heim” is the female genitals.) As 
indicated in translation note 7, “cent” freely translates cau dni “four annas,” 
which is a pun on coyani “oozing.” According to Khoda Baks, coydni here 
signifies the pre-ejaculate. Its discharge indicates that the adept is in dan- 
ger of spilling his semen. 

The translation of the first half of the [third] verse does not make sense 
on the literal level without knowing its esoteric significance.? 

[The following questions and notes show Salomon’s intended 
directions of continued research into this song. They are included for 
reference.| 


1. To what does manordy refer (KhB: ye manke paricalana kare)? 

Die in shame: Sukra khsay phakirer pakse lajjar byapar? 

Who is the Sriguru? 

Is any particular game being described? 

Meaning of totka mere and phatkay phele 

Who is cor? 

What does the line corer sange kabhu khate na dharmadara mean? 


Taya YP 


beginning” (BBhA [source unknown, probably the Bangla Academy’s Bamlaé Bhdsdar 
Abhidhani, s.v. tin); if the expression is used in this sense, the line then means: “I don’t know 
how to begin”; “I don’t know the first thing about it.”) 


9g. [Coyani also can refer to a traditional alcoholic beverage prepared in rural areas through- 
out Bengal. This would link the exoteric meaning of coydni with juydcuri khela in the first 
verse, in the sense of drinking and gambling. The drink is also attested in the Buddhist 
Tantric Caryépada songs as a ritual sacrament, where it is called baruni. Cf. Kveerne 1977, 


81-86.] 


Songs of Lalan Sai 51 


8. To what does hater astra refer? 

9. Where is svades? 

10. What is coyani (does bahyik mean 4 annas?) 

11. What does tin tero né jani mean? Bangla Bhasar Abhidhan [likely 
Shahidullah 1968a] has tiner tero: drambha, sucand. Also tintero = 39. 


[Sources for the original Bangla version include: Salomon’s manuscript; 
LG no. 429; LPhKK, 123; KhB; LSOLG vol. 1, no. 122; LS no. 476.] 
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Ache adi makka ei manab-dehe 
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fou afar Grats few 
Aca ASG RA 
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HPS AMA AA VAM Pay A BH 
CHR GAA CPSC Il 


WAI HPushs ser 
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et Ris SERA 
ACH BA CHA tt 
at asec 
Ble Se ACA (CH Cl) 
q 
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ache adi makka ei manab-dehe 
dekh na re man bheye 
desadesantar daure ebar 

maris kena hapiye Il 


kare ati ajab bhakka 

gatheche sai manus makka 
kudarati ni diye 

o tar car dvare car ntirer imam 
madhye sai basiye I 


til pariman jaygar bhitar 
baniyechen sai tirdhva Sahar 

ei manus makkate 

kata lakh lakh haji karche re haj 
sei jaygay jamiye || 

manus makka kudarati kaj 
uthche re ajagubi doyaj 

sat tala bhediye 

ache sim darajay dvari ekjan 
nidratyagi haye Il 


das duyari manus-makka 

guru pade dube dekha ga 

dhakka samalaye 

phakir lalan bale (se ye) 
gupta makka 

adi imam sei meye || 
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The primal Mecca! 

is in this human body. 

Mind, won't you take a look?? 
Why race all over the map, 
huffing and puffing 

till you’re ready to drop? 


The Lord, 

with most astounding skill,? 
built this human Mecca 
out of divine light. 

At its four gates 

are four imams of light. 
The Lord sits inside within. 


In a space 

the size of a sesame seed, 

the Lord built a city 

way up* in this human Mecca. 
Hundreds and thousands°of pilgrims 
Just sit there and make the hajj. 


The human Mecca’s a divine work. 
A strange sound bursts out, 
penetrating seven stories. 

At the lion-gate is a guard 

who never sleeps. 


1, Alt. trans.: “The original Mecca.” 
2. man bheye: lit. “mind, brother.” 


3. The word bhakka is obscure. According to Ancalik Bhasar Abhidhan (Shahidullah 1968a), 
it is a synonym of bhdn “pretense, trick” in Rangpur dialect, or a type of pitha “rice cake.” 
Neither meaning, however, fits the present context. Since Lalan uses kariguri in a similar 
context (alkhanar sahar bhari tahe ajab kariguri in “Dil dariyay dube dekho na” [68)), I have 
tentatively translated it as “skill.” Another possibility, suggested by Khondkar Riyazul Haq, 
is that bhakka means “style” as in bhakka gan “songs of many styles.” Alt. trans.: “in an 
astounding display of skill ...” 


4. tirdhva Sahar: lit. “high city,” “upper city,” perhaps used in the sense of “transcendent city.” 
It is also possible that airdhva here is used in the sense of “upside down.” 


5. lakh lakh: alt. trans. (lit.): “Hundreds of thousands of pilgrims .. .” 
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There are ten gates to this human Mecca. 
Stand your ground,° 

focus on your murshid’s feet 

and you'll see it. 

Fakir Lalan says, At the hidden Mecca, 
the first imam was a woman.’ 


6. dhakka samalaye: lit. “resisting being pushed down.” 


7. Emendations to the exemplar: J1: the manuscript omits the second verse. It is included 
in Karim Shah’s oral rendition, in the version dictated to me by Khoda Baks, and in the 
texts published in LG and LSOLG (see variant readings for verse 2 given below). The verse 
is also omitted in BBOBG’s version. Oral and published versions: In verse 1 LG has hakka 
instead of bhakka. Verses 2 and 3 are interchanged in LSOLG. (For the purpose of recording 
the variants, I have disregarded the reversed order of these verses.) In verse 2 Karim Shah 
sings dekh na najar kare as the third line of the verse instead of ei manus makkdye given 
in the other versions; Khoda Baks’s version has ulta lahar “upside-down wave” instead of 
iirdhva sahar, and LSOLG has giye for basiye. In verse 3 LSOLG and LG have an additional 
line after the first half of the verse, satadal sahasradale ache dnandita haye, which clearly 
does not belong in the song as it violates the meter. For dvari ekjan LSOLG has ek dvari 
pahara and LG has das-duyari; for nidratyagi haye LSOLG has carjan nidratyagi haye and 
LG has e nam nidra-tyag haye niiri; and for basiye LSOLG has giye. In verse 4 LG omits the 
opening words das duyari; LSOLG has bhube for dube, probably due to a printing error. All 
published versions cited have mifie as the last word of the song. Mife is a Kushtia dialectal 
pronunciation of meye, the reading of J1; it is not, as some scholars including Bhattacarya 
(BBOBG, 325) have taken it, a variant of the Muslim honorific title mifia (Persian miydn). 
See Salomon, “On Editing and Translating Lalan’s Songs (forthcoming).” [This essay is 
found in Part One of the present publication] 
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In this dehatattva song, as in many others, Lalan says that the ritual of pil- 
grimage is wasted effort. Since the human body itself is the “primal Mecca,” 
making the hajj is pointless. 

The “four gates” represent the four directions. Bhattacdrya (BBOBG, 
508) identifies the “four imams of light” (car niiri imam) as the founders 
of the four orthodox law schools, Abii Hanifa, Malik ibn Anas, al-Shafi', 
and Ahmad ibn Hanbal. It is more likely, however, that they refer to the 
“Rightly Guided” caliphs of Sunni Islam, Abi Bakr, Umar, Uthm4n, and 
Ali. In any case, their connection to any historical figures or to Sunni 
doctrine is purely nominal. Their significance lies not in who they are 
but in what they symbolize. The “four imams of light” are anthropomor- 
phizations of the elements earth, air, fire, and water out of which the 
world was created. They are equivalent to four moons that flash in the 
room of jewels (manikothaghar; see Lalan’s song “Ceye dekh na re man 
dibya najare” [LG no. 180]), to the black, red, yellow, and white lights 
that surround the Lord’s throne in the 1a mokam (see Pafija Sah’s song 
“Ei manuse nabir nire jhalak dey”), and to the four cups of light jahari, 
Jjabbari, sattart, and niri, among other things (for details, see Salomon 
1991, 291-292). The “imams of light” seem to be analogous to the angels 
Gabriel, Michael, Israfel, and Azrael who, in addition to being associated 
with the above mentioned items, also are said to preside over the mokams 
(see, for example, Duddu Shah’s song “Moner katha sudhai kare” in 
LSOLG vol. 2, no. 259, and the Bengali Sufi yogic text Yogakalandar in 
Haq 1975, 378-384). 

Textual evidence seems to point to the sahasrar or ajfia-cakra for the 
location of the “space the size of a sesame seed.” In the song under 
discussion, the “city” that the Lord built in this space is described as 
an “upper city” (ardhva Sahar). This could be a reference to either of 
the two cakras. Similarly, in “Hay ki kaler gharkhani bédhe’” [LG no. 46], 
Lalan says that the “Uncatchable One’ is at the “top of the void” (Sinyer 
upar) in what is called “a space the size of a sesame seed.” But he adds 
that “there are hundreds and hundreds of rooms in it,” which seems to 
suggest the sahasrar. According to another song, “A space the size of a 
sesame seed—how marvelous!” [“Til pariman jaygate ki kudaratimay,” 
LG no. 134; 64], however, any of three locations is possible. In this song, 
Lalan remarks that “the Shaveling (nara) who spreads over the world” 
holds court in the hundred-petaled lotus, where he “shakes the machine 
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to motion.”’ (On the problem of the hundred-petaled lotus, see the anno- 
tations to the song.) In some songs Lalan places Sai’s court (baramkhana) 
in the two-petaled lotus, while in others he locates it in the miladhdr (see 
the notes to “Yekhane sair baramkhana’” [LG no. 58; 118]). Thus, it is not 
clear whether the “space the size of a sesame seed” that the Shaveling 
occupies is in the sahasrar, ajna-cakra, or even miladhar. 

Other songs, however, clearly refer to the two-petaled lotus. In “Some 
people are lucky enough to see that moon” [“Anek bhagyer phale se cad,” 
LG no. 110; 2], Lalan says of the uncatchable moon: “It doesn’t have a new 
moon phase. From the two-petaled lotus it shoots out rays.” He then goes 
on to describe the uncatchable moon’s “void city,” which is presumably in 
that lotus: “The void city of the uncatchable moon is a place the size of a 
sesame seed.” Pafija Sah in “Man tor ghare base mahajan” (Haque 1990, 
505, no. 81) unequivocally places “the space” in the ajfd-cakra, the two- 
petaled lotus between the eyebrows: 


Mind, the merchant sits in your house. 
So why kill yourself searching for him 
in pilgrimage places like Brndaban? 
If you have faith in his true form, 
you'll get to see him. 


Eighteen mokams and eight rooms, mind— 

and in them are the three worlds. 

The mountains and the seven oceans (lit. “rivers” 
are all in the body. 

At the lion-gate in the two-petaled lotus 

is the throne of the Dark Lord (Kala). 


His light—a steady bolt of lightning. 
With him are the five (holy) people. 
Black, white, red, and yellow colors 
surround his seat. 

and the rays from his body light up 
the hearts of his devotees. 


8. [The following note was found in the margins of this page of Salomon’s manuscript:] Jan 
Knappert, Islamic Legends: “Note also the soul of Muhammad compressed in a space smaller 
than a grain of seed; Seed of prophet under in [sic] loins of successive generations of men 
until God awakens light in seed which contains all essential qualities of prophetic knowledge 
yet is so small that it can be transported in a drop of semen like a pearl in an oyster.” 
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The treasure of a crore of pilgrimages 

sits in a place the size of a sesame seed, my mind. 
Delight in the company of sadhus, 

and you'll find him. 

Pafija says, Learn to recognize 


the life (at the root) of all life.° 


The description in the Buddhist Tantric text Paricakrama (Das Gupta 1974, 
166-167) of a mustard seed pictured between the eyebrows bears a striking 
similarity to the microcosmic space in Pafija Sah’s song: 


These five kinds of lustre of the five Buddhas are to be thought of 
in the region between the two brows, i.e., at the starting point of the 
nose (ndsagra) and they are to be thought of united into the form of 
a mustard seed (sarsapa); in this mustard seed, however, the whole 
universe of the static and dynamic should be meditated on,—it is 
also to be thought of as the place of all wisdom—of all the myster- 
ies of knowledge. This mustard seed, however, represents the Lord 
himself of the nature of the five wisdoms. 


In another song (“Adhar cad mele mursid adhar ghucile,” Haq no. 83) Pafija 
remarks not only that the moon is in the two-petaled lotus in “the space 
the size of a sesame seed” but also that the “hall of colors” is located there. 
Thus he equates the “space” with the “hall of colors,” which independent 
evidence also locates in the ajrid-cakra (see the annotations to [“Dekho na 
ebar apnaro ghar thdoriye,” LG no. 62; 69)). 

The “seven stories” are the seven cakras or the seven heavens of Muslim 
theology, and the “strange sound” is anahata dhvani (“unstruck sound”) 
which arises spontaneously when the yogin has gained control of semen, 
mind, and breath and closed his senses to the phenomenal world. 

In at least one other song, “A thief keeps breaking into the hall of col- 
ors” (“Rammahale sid kate saday” [LG no. 35; 120]), Lalan mentions a 
“lion-gate” watched by an ever-alert “guard.” In this song, the thief breaks 
into the “hall of colors” despite the guard’s vigilance. Bhattacdrya [BBOBG] 
identifies him as Gabriel, the angel who revealed the [Qur’an to the Prophet 
Muhammad]. The “guard” in these songs is also wind or breath. Duddu 
Shah in “Age karo haoyar thikana” sings of a “guard” (here called prahari 


9. [Translation by Carol Salomon.] 
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rather than dvari) who watched “the gates of wind,” using the same adjec- 
tive, nidratyagi “giving up sleep” (translated here as “who never sleeps”), 
with which Lalan describes the guard. It is therefore tempting to identify 
the two figures and to equate the lion-gate with the “gates of wind.” Duddu 
Shah associates the “guard” not just with the power of breath but with the 
Sakti herself: “At the gates of wind is a guard, the Goddess of yogins, who 
never sleeps (nidratyagi yogesvari).” 

Lalan does not give any clues as to the location of the “lion-gate” in 
the song under discussion. In “A thief keeps breaking into the hall of 
colors,” however, he remarks that the thief is able to gain entry into the 
“hall of colors” and abscond with the “patrimony” (semen) that is stored 
there by casting a spell over the guard at the gate. While Lutfar Rahman’s 
suggestion (1977, 278) that the “lion-gate” is in the maladhar cannot be 
ruled out, the weight of evidence indicates that in this instance too the 
two-petaled lotus is the likely solution. First, Lalan implies that it stands at 
the entrance to the “hall of colors,” which I have shown to be in the two- 
petaled lotus (see the annotations to “Ajab 4yna mahal mani gabhire” [LG 
no. 52; 12]). Furthermore, in his song quoted above, Pafija Sah explicitly 
places it there: “At the lion-gate in the two-petaled lotus is the throne of the 
Dark Lord.” 

This brings us to the problem of the tenth door. According to Indian 
tradition, the body is conceived of as having nine or ten doors. While in 
some songs Lalan mentions only nine doors (e.g., “Hay ciradin puslam 
ek acin pakhi” [LG no. 67; 137]), and in one song he even refers to nine 
and a half doors (“Dhanya dhanya bali yare’” [71}), in others, as in the song 
under discussion, he sings of ten. The tenth door is interpreted differ- 
ently by different traditions. For example, in the Nath tradition it is the 
curved duct known as the sankini, which extends from the moon below 
the sahasrar to the hollow in the palatal region and through which nectar 
(amrta) flows. In contrast, several Tantric sects described by Aksaykumar 
Datta in Bharatbarstya Upasak Sampraday (1976, 162) call the opening in 
the penis through which semen is ejaculated the “tenth door.” 

Lutfar Rahman is of the opinion that in Baul songs it refers to the yoni 
(1977, 69), and Duddu Shah in his song “Sid darjay pahara ye jan dey” 
(Jahangir 1964, no. 238) seems to also suggest that the tenth door is in the 
region of the sexual organs. He says that the body has nine doors and that 
the “thief’s entry way” (sid darja), which is presumably the tenth door, is 
in the south, that is, the lower part of the body. Upendranath Bhattacarya 
argues (BBOBG, 1055) that by the tenth door Lalan means the ajfid-cakra. 
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If this is the case, then the tenth door and the lion-gate may be synony- 
mous expressions. However, no consensus exists as to the meaning in the 
Baul tradition. 

Imam, “leader,” is a technical term in Islamic theology for the supreme 
leader of the Muslim community, who is always male. (On the mistaken 
interpretation of mifie, Kushtia dialectal pronunciation of meye “woman,” 
for mina, the Muslim honorific title, see the last note in the Emendations 
to the Exemplar above.) Sunni traditions recognize Abu Bakr as the first 
imam and Shii traditions, Ali, the husband of Muhammad's daughter 
Fatima. As surprising as Lalan’s statement that “the first imam was a 
woman” may seem at first, it is an expression of his reverence for the 
Sakti, who, according to Muslim Baul belief, is Fatima. She is the active 
principle, the manifestation of God’s creative power; it is to her, Lalan says, 
that God “entrusted religion and the world” (“If you worship Mother...” 
[“Mayere bhajile hay se baper thikana,” LG no. 15; 104]). Only through 
the Sakti, of whom all women are incarnations, can the Sai be reached. 
As Haure Gosai puts it (“Keno parbi yete,” BBOBG no. 564): “In this land 
woman is king.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 245; LSOLG vol. 2, no. 25; LS vol. 2, no. 513.] 
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BMS «Slice AYE PCA 


Ache alla ale rasul kale 


BUCY SM SCT AY HT 
werd SARK ATI 
BAT A ACA PAA 
weet STAC AT I 


at al fret ys ot fiver 
fl BUC OE A 
ye Aaa AWC BA 
CH A CS ACT TT I 


alal WA HP A 

Ol Oat OAS BA 

(A) AA Vai ake ar 
GAP II 


} RAT OR 

Fad Olea Saif oT 
AT CACA ADL Bt F 
ACA Al COC AT Il 


ache alla ale rasul kale 

taler ul halo na | 

ajan ek manuser karan 

tale 4nagona || 

alla ahladini duirtip nile 
nitya karen kautuke re 

dui rap majhar rip manohar 
se rip keu bale na || 


nari purus napumsak nay 

tar tulana tar-i hay 

(re) se rip anvesan jane yehi jan 
Sakti upasana Il 


Saktihara bhabuk ye re 

kapat bhaber udasini se re 
lalan bale tar jfian-caksu andar 
rager path cene na ll 
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Allah is in the original place,’ 
Muhammad is in the machine,” 

but no one’s searched below. 

An unknown man’s hard at work there.* 
Down below he comes and goes. 


Allah always plays 

in the shape of Ahladini Sakti.° 
The shape in between the two— 
it’s lovely, that shape, 

but no one talks about it. 


Not female, nor male, nor neuter, 
it can only be compared to itself. 
The man who worships Sakti 
knows where to find it.® 


A lover who has no devotion’ 

is a false-hearted lover. 

Lalan says, He is mind-blind 

who doesn't recognize the path of love. 


[There are no annotations for this song. Sources for the original Bangla 
version include: Salomon’s manuscript; LG no. 245; LSOLG vol. 2, no. 25; 
LS vol. 2, no. 513; J4, no. 124.] 


1. dle. 

2. “machine” (kal): “body.” 

3. “below” (tal) = miladhar cakra: alt. trans.: “the ground, the bottom.” 
4. ajan ek manuser karan. 

5. The Sakti of God’s blissful aspect. Radha is the hladinisakti of Krsna. 
6. se rip anvesan jane. 


7. Saktihara bhabuk ye kapat bhaber bhabuk se re: Translated according to tentative emendation 
of sakti, which does not seem to make sense in the context, to bhakti. The emendation is based 
on a similar line in LG no. 63 [“Ki kari bhebe mari man-majhi thaor dekhine”]: saktipade 
bhaktihara kapat bhaber bhabuk tara, “Those who have no devotion for the Sakti’s feet are 
false lovers.” [From the manuscript, it is unclear whether Salomon preferred udasini or 
bhabuk, as found in some Bangla sources.] 
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SNC Mat HPA BOA MT AEST 


Ache din duniyay acin manus ekjana 


wee ft Afra SBA BTS 


LET | 
Old AAT PS OA AT Il 


aie arifet a8 Yee 

BEAM ANST Pet SAHA 
CACM CH SST eT 
forcast fa SE GIGI AT Il 


Co facet tS ACAI 
CATT ABT ACH TA 
CAR Udy AIT ital 
C Wa (Rta) 6S AT II 


CHE ICA CAI AG 
C Wace Dafa 
Ae ACT SHS 

CAR ARCH Pet ALT AT I 


ache din duniyay acin manus 
ekjana 

kajer belay paras-mani 

ar samay keu cene na || 

nabi ali ei duijane 

kalema data kul araphine 

bekalemay se acin jane 

pirer pir hay jano na Il 


ye dine sai narekare 
bhaslen eka ekesvare 
sei acin manus tare 
dosar (halo) tatksana || 


keu tare jeneche dara 
khodar chota nabir bara 
lalan bale naracara 

sei naile kul paba na |i 
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There’s an unknown person 

in religion and the world. 

When it comes time for work, 

she’s! a touchstone.? 

Other times she’s a total unknown.? 


The Prophet and Ali— 
these two gave God’s word* 
to all wise men. 

But the unknown person 
even without God’s word? 
is the saint of saints® 

and you don't know it.” 


On the day the Lord 

the one and only God 
floated alone in the void,® 
this unknown person 
kept him company.? 


1. In the Bengali text the gender of the figure is ambiguous. 


2. This is a literal translation of the Bangla paras-mani, which actually means “philosopher’s 
stone.” 


3. Lit. “No one knows her.” 


4. kalema data kul drfine. Kalema (Ar. kalima, “word”) usually means the profession of faith, 
but here it seems to have the broader sense of the Qur’an revealed by the Prophet and 
esoteric knowledge transmitted by Ali, who received it from the Prophet. In another song 
(“Bhajo re jene Sune” [go]) Lalan uses kalemda in the sense of the Qur’an. He says that the 
Prophet gave the kalema and Ali the cloak, i.e., the cloak of spiritual succession. The Bauls 
consider Ali as the transmitter of secret knowledge, symbolized by the cloak of spiritual 
succession (irqah-i-ilafat), which he himself received from Muhammad. 


5. bekalemay: alt. trans.: “But without God’s word the unknown man is .. .” 
6. pirer pir. 

7. Alt. trans.: “And you don’t know him.” 

8. The line refers to the cosmogonic myth of the hiranyagarbha. 


g. dosar (halo) tatksand: alt. trans.: “Became/was his companion”; “became his friend.” 
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There are some 

who truly know her. 

She’s not as great as Khoda, 

yet she’s greater than the Prophet.’ 
Lalan says, Get a move on," 

or you'll never reach the shore.” 


10. Alt. trans.: “She’s inferior to Khoda yet superior to the Prophet; She’s greater than the 
Prophet but not as great as Khoda.” 


u. Alt. trans.: “Get a move on”; “Get going ...” 


12. Emendations to the exemplar: Manuscripts: In the refrain T has duniya, which may be 
an error for duniydy given in KSh and KhB’s oral versions and in LSOLG and BBOBG. J has 
duniyai. J also has tar for keu and ceno for cene. In verse 1, J reverses the order of nabi ali [nabi 
ali]. T appears to read dal for kul (Ar. kull “all”) given in J and in the oral versions, but the 
letter may just have been carelessly written; da and ku have similar forms in Bengali manu- 
scripts. J gives bemurid for bekalemay, and omits hay. In verse 2, J gives ekdine for ye dine, 
sei dine sei acin janer for se acin manus tare, and dosar chilen tatksana for dosar tatksand. In 
verse 3 J has ye instead of keu. Published editions: In the refrain LG has duniydr for duniya, 
BBOBG has samay for belay, and LSOLG has asamaye tare ceno na for ar samay keu cene na. 
Karim Shah in one of his repetitions of the refrain also gives asamay for ar samay. In verse 
1, LSOLG, like J, reverses the order of nabi and ali. BBOBG gives ali instead of ali. LG and 
BBOBG read dal for kul. LG has ye for se and LSOLG has cene for jane. LG reads ceno for jano. 
In verse 2, LSOLG, like J, has ekdin for ye din and bhesechilen for bhaslen. It omits eka and has 
bemurid acin tare for sei acin manus tare. LG gives tatakhana for tatksand. In verse 3, LSOLG, 
like J, has ye for keu. The additional word Suni precedes khodar. BBOBG gives dal instead of 
kul in this verse too. LSOLG has pabo for paba. 
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[The following notes to this song refer to its position in a set of seven 
songs compiled by Salomon that treat the subject of the acin or ajan 
manus, “unknown person” (cf. song no. 111). The other songs referenced 
are listed alphabetically by their first lines and can also be located using 
the song list.] 

This and the following six songs comprise a set of identity riddles that 
describe an enigmatic figure Lalan calls the “unknown person.” Although 
the last two songs in this group do not mention the “unknown person” 
specifically by name, common imagery connect them to the first five 
songs so that there can be no doubt that they allude to the same mysteri- 
ous person. In addition, Lalan’s song “Mursid dhani gunamani gopane 
rale” (DKES no. 373; LSOLG vol. 1, no. 61) also describes a figure who, 
like the acin manus, remains hidden and unrecognized. The imagery 
of the acin manus songs is predominantly Islamic. Only “Sune ajana ek 
manuser katha” (LSOLG vol. 2, no. 158 [LG no. 314; 129]) is on an entirely 
Vaisnava theme. 

The “unknown person” sometimes refers to the primal Sakti (adyasakti), 
whom fakirs also refer to simply as ma (“mother”) or Fatima, among other 
names, or to woman who is an incarnation of the Sakti. Other times, how- 
ever, it seems to refer to a substance possessed by the woman but not 
necessarily female in gender. In “Yare dhyane pay na mahamuni” (DKES 
no. 339 [LG no. 117; 111]) Lalan depicts it as a “fish,” which according to 
one song, “Min rupe sai khele,” (DKES no. 120-121 [LG no. 138]) seems 
to be male in gender’ but which, according to another, “Karan nadir 
jale ekta yugal min kheliche nire” (LSOLG vol. 1, no. 269), seems to be 
androgynous. According to the fakirs I interviewed, the “fish” represents 
the procreative element, the maternal substance (matr bastu) or mater- 
nal seed (mayer bij), that appears in menstrual blood and that is white 
in color.“ (Lalan also calls it adhar manus, “uncatchable person”; sahaj 


133. In “Min ripe sai khele” Lalan equates the svaraip Sakti with the ocean of love (prema 
sindhu) and the fish avatar with dinabandhu, i.e., Visnu. Since the “ocean of love” is clearly 
feminine, the fish avatar identified with Visnu must be masculine. 


14. For a discussion of female semen, see Openshaw [2002, 216-224] and O’ Flaherty (1973). 
The belief that a woman has semen seems to have also been held in the Middle East as well 
as on the Indian Subcontinent. ‘Imad al-Din Isma’ll b. Kathir (d. 13772-1373 cz) in his com- 
mentary on the Qur’an, Tafsir al-Qur’an al-‘azim, says in his exegesis of Q 3:93 that when 
the Jews asked the Prophet to tell them how a woman produces both males and females, 
he replied, “The two semens meet. When the semen of the man is predominant [over] the 
semen of the woman, then it is a boy. When the semen of the woman is predominant then 
it is a girl” (Wheeler 1998, 10). 
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manus, “natural person”; or Nirafijan.)® In “Ache alla ale rasul kale” [LG 
no. 245; 8], “the unknown person” is clearly androgynous; it is described 
as a “lovely figure in between the two figures Allah and Ahladini,”" and as 
“neither male nor female.” It is likely that it and the fish refer to the same 
substance. No matter what gender is attributed to the substance, it is con- 
sidered by the fakirs with whom I discussed the songs to be a part of the 
woman (prakrtir ansa) and to become manifest within her (prakrtir bhitar 
diye acin manus prakdas pay). 

There is rare consensus among different sources that the “unknown 
person” is the Sakti or the woman, or some aspect of her. This was the 
answer I received from fakirs I interviewed, including Abdul Karim Shah, 
Khoda Baks, and Nizamuddin Shah. The fakir Mohin Shah, in Achin Pakhi 
(The unknown bard [sic]), a documentary about Lalan by Tanvir Mokammel 
made in 1995, states that when Lalan says (“Ache din duniyay acin manus 
ekjana”[LG no. 90; 9]) “There’s an unknown person in religion and the 
world” who “ranks below Khoda and above the Prophet,” he is talking about 
ma (make laksya kare saiji balche). Lalan’s disciple Duddu Shah in his song 
“Nire nari gupta bari rakhilen tare” (Jahangir no. 63) explicitly equates the 
“unknown person” with adyasakti. In other songs, although Duddu does 
not mention the “unknown person” by name, he uses some of the same 
words to depict the Sakti that Lalan does to describe the “unknown per- 
son” (see, for example, Jahangir [1964], songs no. 23, 179, 234, and 303). In 
addition, recent scholarship on the Bauls (see Openshaw [2002, 216-224], 
Jha [1995], and Cakrabarti [1992]) confirms the solution Sakti. 


Ache din duniyay acin manus ekjana 


In verse 1 of this song Lalan hints that the Sakti or woman is called the 
“unknown person” because she does not receive adequate recognition “in 
religion and the world’—that is, society—for the roles she plays. Baul songs 
frequently mention that she does the crucial work of creating, nurturing and 


15. In “Boli re manus ei jagote” (Jha no. 133) Lalan identifies Nirafijan with the substance 
from which the four elements came. (The manuscript has nirafijana, which Jha takes as a 
feminine form, but which is probably a contraction of nirafijan na. Of course, it is entirely 
possible that Lalan was making a pun.) According to Baul belief the elements were produced 
from the churning of the flower that is the female principle. 


16. [See song no. 8, text note 5.] Ahlddini is interpreted as the feminine of Alla; the first sylla- 
bles of both words are homophonous, as is indicated by the orthography of the manuscripts. 
J has alla and dlladini, and Bh has @lyé and dilyddini (the y phala doubles the l). 


Songs of Lalan Sai 67 


liberating. In the song “Ek din parer katha bhabli na re” [LG no. 422; 29] 
it is Fatima who on the Day of Judgement takes her followers safely across 
the bridge Sirat that spans hell, an act that in dehatattva terms symbolizes 
the sddhika’s crucial role in helping the sadhak to control his semen during 
sexual intercourse, thereby enabling him to escape from the cycle of death 
and rebirth.” In song after song the Bauls allude to the female as both creator 
and savior, as the figure who brings people to this shore and who takes them 
across to the other but who is not appreciated for these important roles. For 
example, Lalan’s song “Bhajo mursider kadam ei bela” [LG no. 228] has the 
following lines: “Who brought you to this shore and who will take you to the 


2 


other? Lalan says, ‘You forget her and you neglect her’” (E pare ke dnilo se pare 
ke nebe balo. Lalan sai bale tare bholo, karo re abahela).® 

“Work” (kaj in the song under discussion, but also its synonym 
karma) is a metaphor for sexual intercourse. Thus one possible inter- 
pretation of the lines “When it’s time for work she’s a touchstone. Other 
times she’s a total unknown” is that only when it is time for sex is the 
woman payed any attention.” In Baul songs the “touchstone” is a met- 
aphor for the transformative power of woman. Through intercourse 
with the sadhika the sadhak gains a “perfected body” (siddha deha) that 
remains strong and healthy in old age and is compared to gold.*° Duddu 
Shah sings (Jahangir [1964], no. 90): “Prakrti is the source of creation. 
The male reaches perfection through Prakrti. That’s why I worship her, 
the life of creation. ‘Prakrti is a touchstone,’ said Lalan Sai.” 


17. This reflects the same attitudes toward the sadhika as is attested in Vaisnava and Sakta tra- 
ditions. In his case studies of Vaisnava sadhikas and Sakta Bhairavis Bholanath Bhattacharya 
(1977, 293) quotes a woman who relates how she employed a certain technique she called 
Jjimbhrit when the sdédhak was about to lose control of his semen: “Afterward, the grateful 
sddhak remarked: ‘Ratipriya, you have saved me or else I was just on the brink of disaster.’” 


18. See the introduction for a discussion of songs in which the murshid signifies the saédhika. 
[This introduction has not been found among Salomon’s manuscripts.] Cf. the following 
line from a Kartabhaja song by Lalsasi: “Brother, nobody worships her—but she who created 
(you) worships everyone” (keu to bhai bhaje na tare, ye kareche srjan seito bhaje sabhare). 


19. Bhattacarya (BBOBG, 509-51) gives another, though related, interpretation. In his opin- 
ion the “unknown person” is the internal sahaj manus, which, according to his view, is the 
male aspect in a woman and has the form of semen. He implies that the line refers to the 
time during a woman’s menstrual period when the sahaj manus becomes manifest. At other 
times of the month the sahaj manus remains in a passive and unknowable form. 


20. See Openshaw [2002, 158-160; 212-213]. Semen is made immovable through intercourse 
with the sddhika and becomes more like woman’s seed. The sédhak ingests menstrual blood 
and draws it into his penis. As the sdédhak is transformed into woman he is even said to 
develop a menstrual period. 
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In verse 2, Lalan contrasts the “unknown person” to the Prophet and 
Ali. In his song “Bhajo re jene Sune”[LG no. 246; go] he similarly men- 
tions the Prophet and Ali along with a third figure explicitly identified as 
Fatima, who is depicted as the Sakti.2"_ In the song under discussion, the 
“unknown person” is called bekalema, whereas the Prophet and Ali are 
described as kalema data (givers of the kalem4, see text note 4).”* According 
to Karim Shah this is because a woman, unlike a man, does not recite the 
profession of faith during a marriage ceremony. To put it in more general 
terms, Lalan is saying that the “unknown person” is excluded from canoni- 
cal religion. In “Ye jan sadhaker miilgora” (LSOLG no. 85 [LG no. 234; 
113]) the term bed-chara (excluded from the Vedas) expresses the same idea 
as does the belief stated in “Ai ek ajin manus” [LG no. 233; 34] that the 
“unknown person” is reachable only through ma‘rifa (the mystic path of 
Islam) and not sharv‘a (Islamic law). 

Lalan describes the “unknown person” as the highest guru, calling her 
the “saint of saints” (pirer pir), a phrase which recurs in “Ye jan sadhaker 
mtlgora,” or as he also puts it in that song “the murshid of murshids” 
(mursider mursid). This is because, as is typical of bartaman-panthi” tradi- 
tions in particular and Tantrism in general, the sédhika is her partner’s guru 
and may also be the guru of others as well. Moreover, bartaman-panthis 
often give her primacy over other gurus (Openshaw [2002, 146-148)]), 
referring to her by such terms as ddi-guru (original guru), cetan-guru (guru 
who gives consciousness), and st7-guru (a double entendre meaning both 
“venerable guru” and “beautiful guru”). According to Vaisnava Sahajiya 
texts, Krsna is the diksa-guru who gives initiation, but Radha, of whom all 
women are manifestations, is the more important siksa-guru who instructs 
in sadhana (Dimock 1966, 101). For example, the Vaisnava Sahajiya poet 
Candidas says of his lover, the washerwoman Rami (translated in Dimock 


21. The song describes Fatima as abimbadhari, the one who carried the abimba (also abimba 
“not a drop”), the original unborn form of the Sai from which came the bimba “drop” fol- 
lowed by the cosmic dimba “egg.” She is also called yogesvari (Goddess of yogis) who lives 
throughout the ages, as well as the creator (srstikartd). Fatima, particularly as conceived of 
in Shii sources, has some features in common with the Sakti that facilitated identification 
with her. For example, one of her epithets is “creator” (fatir), and another is “mother of her 
father” (umm abiha). 


22. In “Bhajo re jene Sune” [go] Ali is associated with the cloak (hdl) that a saint gives to his 
successor and that symbolizes the transmission of esoteric knowledge. On Ali as the inheri- 
tor of esoteric knowledge from Muhammad, see Schimmel (1975, 27) and Haq (1975, 38). 


23. [For a description of the terms bartaman and bartaman-panthi as applied in recent schol- 
arship on Baul and related traditions, see Openshaw (2002, 5; 113-117).] 
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1966, 102): “The washerwoman of that country is the queen of the blissful 
state; in her heart is the true form of Radha. You, O Rami are my guru in 
sadhana, you are the wishing-tree of bliss, and I am your slave.” Duddu 
Shah (Jahangir, no. 303), echoing Lalan but in even more hyperbolic lan- 
guage, refers to the sédhika whom he calls “the goddess incarnate” (saksat 
bhagavati) as the “saint of the saint of saints” (pirer pir tasya pir, lit. “the 
saint of saints—his saint”) as well as adi-guru, “primal guru,” and adi mata, 
“primal mother.” 

Verse 3 of the song under discussion refers to the story of creation from 
the cosmic egg, one of the many cosmogonic myths that figure promi- 
nently in Baul songs, since they are the rationale for sadhana, which is 
believed to reenact and reverse the original cosmogonic act. (Through 
sadhana the adept is able to escape the endless cycle of death and rebirth 
and return to the primal state of unity that existed before the universe 
came into being.) This verse gives the answer to the question “On the day 
the Lord floated in an egg who was the Lord’s companion?” asked in the 
song “Ye din dimbabhare bhesechilen sii” [LG no. 102; 114], albeit in the 
enigmatic persona of the unknown person. Lalan asks a related question 
in “Mayere bhajile pai se baper thikana”: “Who was in the egg? When 
he came out whom did he see?” According to Baul belief, the egg was 
formed during the stage of creation termed nirakar “formless,” which is 
the fourth of eleven kars (see Salomon [1991], 300n46.) Adyasakti was the 
support, receptacle, or shelter (adhar asray) for the egg containing the Sai 
(also called Nirafijan, Brahma, and Khoda), although sometimes she is 
identified with the egg itself.2> When the egg broke and the Sai was born, 
he is said to have shouted “ma” three times. Duddu Shah, alluding to this 
belief, asks (Jahangir no. 179, “Yakhan sii chilo ganyakarete”): “The form 
of the egg wasn’t in anyone’s womb. Then in the formless state who gave 


24. 
Nobody recognizes the feet 
of the one they call 
the Goddess incarnate. 
She is the Primal Guru, 
the Primal Mother. 


She is the saint 
of the saint of saints (Jahangir 1964, no. 303). 
25. See for example, Sariph ([1973], 81, no. 30). 
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it shelter (@sray)? Whom did the Lord call ‘ma?’” (dimbur akar karo garbhe 
nay, nirakare bhaslen kahar asray, ma bol bale kare daklen sai).”° 

According to Khoda Baks, Lalan says that the “unknown person” ranks 
below Khoda because she was created by him.” She is the manifestation of 
Khoda’s creative power. As Duddu explains (“Nire nie gupta bari rakhilen 
tare,” Jahangir, no. 63): “When the sole Lord was alone in the void by the 
strength of his infinite power (Sakti), he brought his Sakti out of his own 
power (sakti).” She ranks above the Prophet because Fatima, as Muslim 
Bauls call the Sakti, was Khoda’s first creation and it was from her, often 
conceived of in the form of a flower or of light termed jahard-nir, that 
the Prophet came. As Duddu Shah says in “Nire naire gupta bari rakhilen 
tare” (Jahangir, no. 63): “She is the Primal Sakti, the beloved one, from 
whose body the Prophet was born.”** Thus, although not stated in so many 
words, Fatima is the mother of her father, which interestingly is one of her 
Arabic epithets (Umm Abihda). 

Duddu’s song “Samane bhay ki re tar Sririp guru yar sahay” (Jahangir, 
no. 234) contains the same unusual enigma “ranks below Khoda but above 
the Prophet” (khodar chota nabir bara) that Lalan uses in the last verse of 
the song under discussion and in “Ye din dimbabhare bhesechilen sii.” 
It therefore seems likely that Duddu’s song was composed in response to 
these riddles by Lalan. Duddu applies the enigma to the sririip, which is a 
code word for the Sakti.”° 

There are three possible solutions to the identity of the “unknown man” 
(acin manus) in this song, no single one of which satisfactorily resolves all 
of the enigmas. As in the previous two songs in the cycle, the Unknown 
Man here may be the sahaj manus. This is the interpretation accepted by 


26. For a discussion of the cosmic egg in Indian mythology, see Roy (1983, 126-127) and 
Salomon (1991, 284). 


27. Though the Lord at the beginning of creation is androgynous, it is often equated with the 
male. Thus Lalan sings (“Mayere bhajile hay se baper thikana” [104]): “There was a woman 
in the body of the man, our protector.” Sometimes, however, it is depicted as female, as in 
this song about Fatima (Sariph [1973], 13 no. 28): “At the beginning of creation there was 
light which was ma. On her right side was a man, you say, and on her left a woman.” 


28. On the microcosmic dehatattva level the Prophet is said to be born each month from men- 
strual blood (S. Cakrabarti [1992]) and to come floating in the menstrual flow (Openshaw 
[2002, 181n27]). 


29. See, for example, Lalan’s song “Atalo riper sarabar Srirtip se ghater ghetela” (Jha 1995, 
no. 198) where the term is equated with ma (mother); also BBOBG, songs no. 326 and 441, 
which use the phrase sririip nadi to signify the river of the menstrual flow. Sririip is also used 
in Vaisnava Sahajiya literature in the sense of the Sakti, as in Basu (1932), song no. 59. 
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Bhattacarya. The figure, however, may also be the Sakti, which is the solu- 
tion offered by the fakirs I interviewed, or even Muhammad's light. 

Here is an interpretation of the clues if the solution is taken to be the 
sahaj manus, as Bhattacarya does [BBOBG]: “When it is time for work’ refers 
to the three or four days when a woman menstruates, or when the sahaj 
manus appears at the triveni in the woman’s miiladhar and the Bauls per- 
form their sadhana to catch him. At this time, he is a “touchstone,” that is, an 
invaluable treasure, since he is manifest and can be experienced as bliss by 
the Baul adept. At other times, however, the sahaj manus is the atal isvar, the 
passive form of the Supreme who resides in the sahasrar. This form of the 
Supreme “can’t be known.” The sahaj manus is called “without God’s word” 
or “bekalemay” since he is not mentioned in the Qur’an. Yet he is the “saint 
of all saints” because, as Bhattacdrya (BBOBG, 51) explains, he instructs 
in matters outside of Islam or any other established religion. Bhattacarya 
(BBOBG, 511) also states that he is “lesser than Khoda” because he appears 
only for a few days a month, but he does not say why he is “greater than 
the Prophet.” One possible explanation is that the sahaj manus has a subtle 
form, whereas the Prophet Muhammad has a form that everyone can see. 

It is, however, difficult to explain why the sahaj manus is described as 
having kept the Lord company when he “floated alone in the void” at the 
beginning of creation. Bhattacarya [BBOBG] merely states it as a fact: the 
sahaj manus was the Lord’s companion when he existed in unmanifest 
form. But I have found no song to confirm this assumption. In the one ref- 
erence I found to the sahaj manus at the beginning of creation, he seems to 
be equated with the Lord rather than any companion (see Pafija $ah’s song 
“Age karo rager anvesan” (Haque [1990], song no. 133). The solution sahaj 
manus also does not explain the use of Islamic terminology in the songs. 
Although some clues given in other songs in the acin manus cycle, such 
as the depiction of the Unknown Man as a fish or as the form between 
that of Allah and the Sakti, cannot be explained as referring to the Sakti, a 
good case can be made for the solution Sakti in the song under discussion. 
Menstrual blood containing the Sakti is a “touchstone” because, according 
to Baul belief, it has miraculous powers. In fact, Lalan uses the word “touch- 
stone” (paras) when describing the river of the menstrual flow. He sings 
(“He who goes to the golden lotus-river ...” [“Ye jan padmahem sarobare 
yay,” LG no. 48; 112}): 


This river has miraculous water. 
It yields all kinds of jewels and pearls. 
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How can I describe its power? 
One touch and you turn to gold. 


Menstrual blood only appears for the three or four days “when it is time for 
work,” and the rest of the month “it can’t be known.” The Sakti is “without 
God’s word” since the Qur’an does not say anything about her. Yet she is 
the “saint of all saints” (pirer pir), for she is the primal mother who gave 
birth to the world. Furthermore, it is only with her help that the male adept 
can be successful in “catching the uncatchable.” In fact, Duddu Shah in 
his song “Saksat bhagabati jare kay” (Jahangir 1964, no. 303) applies a 
phrase almost identical to pirer pir directly to the Sakti: “On the day the 
Lord, the one and only God, floated alone in the void,” the Sakti “kept him 
company,” for she was the receptacle for the cosmic egg containing the 
Lord. She was the cosmic waters on which the egg floated. As the Baul 
poet Ramjan (Sariph 1973, 66, no. 5) sings: “My Lord floated on Mother 
Sakti’s chest.” The solution Fatima, the Sakti, can also account for the use 
of Arabic terminology. 

Nur Muhammad, the preexistent light of Muhammad, is the least con- 
vincing of the three possible solutions. To be sure, some clues can be inter- 
preted as applying to Nur Muhammad. For example, when Lalan says that 
the Unknown Man kept the Lord company when he “floated alone in the 
void,” he could be referring to the preexistent essence of Muhammad, who, 
according to at least some Baul songs, was Allah’s first creation. For exam- 
ple, Ramjan (personal collection) sings: “When Our Lord Allah was alone 
and had no companion, by the order (kun “be”), he created the Prophet.” 
But as with the Sakti, evidence from another song in the Acin Manus cycle, 
“The one who’s the goal of the devotee” (“Ye jan sadhaker mil gora” [113]), 
contradicts the solution Nur Muhammad. In this song, Lalan contrasts the 
Unknown Man (not specifically named) with the Prophet’s Light, saying 
that the mysterious unknown figure “was created from a hidden light and 
travels the world undercover, but the light Muhammad's light came from 
is known by people all over.” Whereas the solution Sakti, despite seem- 
ingly contradictory clues, is supported by evidence from songs by other 
Baul poets and by the interpretation of the fakirs I interviewed, the solu- 
tion Nur Muhammad is not backed up by external testimony. 

An analysis of this solution is complicated by the fact that it is some- 
times identified with the sahaj manus and sometimes with the Sakti. For 
the purpose of this discussion, these associations will not be taken into 
consideration. 


Songs of Lalan Sai 73 


Since Nur Muhammad was created by God, it can also be described 
as “lesser than Khoda.” But it is “greater than the Prophet” because Nur 
Muhammad existed pre-eternally and manifested itself in all the proph- 
ets until it reached its full manifestation in the last prophet, Muhammad. 
Other clues do not seem to apply to the Prophet. For instance, it is difficult 
to explain how “without God’s word” could characterize Nur Muhammad. 
Even speculations about Muhammad’s light are based on interpretations 
of the Qur’an. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; V7: 71, no. 133; LPhKK, 165; J no. 413; LG no. 90; LSOLG vol. 2, 
no. 70; BBOBG no. 138; KSh; KhB.] 


IO 


ONCQ ACA GTS S18 fo 
Ache mayer ote jagatpita 


OICS WIA STS We feet 
COT A AT | 
Qate aaa atl 


BUCS CUT FCT ERRATA 
Contes Sllasical Was AMort TA 
sist fas ST Gera I 


fa Sf sa aw 
APSNS WA AAT ATCT 
I AC UA COCA 

cH ot ferttalt I 


CRIT (HOT PIT ST OFT 
PAT Wlacz SICH 
alery acet COAT 
Raa ANCA TAA I 


ache mayer ote jagatpita 
bhebe dekho na | 

hela karo na bela mero na II 
korane tar isara dey 

aleph yeeman lame lukay 
samanye ki yay jana |l 
niskami nirbikar haye 
darao mayer Saran laye 
bartamane dekho ceye 
svartipe rip nisana | 
keemon pita kemon mi se 
cirakal sagare bhase 

lalan bale karo dige 

gharer majhe gharkhana || 
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The mother screens 
the father of the world from view. 
Dont forget it.’ Don’t waste time. 


The Qur'an holds the clue: 

As lam conceals alif, 

so the body hides His subtle form. 

You think this is easy to understand ?? 


Dispassionate, detached, 
take refuge in the mother. 
Look right here.’ 

Your true form* 

is His form’s banner.’ 


How does the father look 
and how the mother?® 

They always float on the sea. 
Lalan says, Search! 

One house is inside the other. 


1. hela karo na: lit. “Don’t ignore it”; “Don’t shrug it off.” 
2. Alt. trans.: “You think this is easy to grasp?” 


3. bartamane: alt. trans. (more literal): “Look at what’s right here.” 


mt. 


4. svariipe: alt. trans.: “The true form”; “your true nature.” In other songs I have translated 
svariip as “true nature.” Here, however, I wanted to convey in the translation the play on the 
words svariip and rip. 


5. svariipe rip nisand: alt. trans.: “Is his sign”; “Is his form’s sign, emblem”; “Your true form 
is the emblem of His”; “Your true nature is the emblem of God’s form.” See LG no. 193 
[“Mare dubte parle hay,” 101]: svariip rip dsray (cf. [the seventeenth-century English poet 
John] Donne: “In what torn ship soever I embark / That ship shall be my emblem of thy 
ark,” [i.e.,] as an embodiment). 


6. keman pita keman ma se: lit. “What sort of father and what sort of mother?” Alt. 
trans.: “How does the father look and how does the mother?” 
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Another song referring to the cosmogonic theory of the Sakti as the recep- 
tacle for the adi bindu (see notes to LG no. 153 [“Dil dariyay dube dekho 
na,” 68]). The joint letter lam dleph [Ar. “lam alif”] in this song is compared 
to the Sakti and Allah, as well as to man (the “body,” akar) and God (the 
“subtle form,” sakar). Just as Gleph is contained in lam, so is Allah within 
the Sakti, and God within man (see also LG no. 374, “Dube dekho dekhi 
man kirtip lilemay”). (On the symbolism of lam dleph in the Islamic tradi- 
tion, see Schimmel 1975, 419. On the significance of the individual let- 
ters lam and @leph in Lalan’s songs, see notes to LG no. 278 [“Aleph lam 
mimete,” 21].) 

The “mother” is both the original Sakti and women in general, consid- 
ered as incarnations of the Sakti. “Here” (bartaman, lit. “present”) refers 
to the human body. The “true form” (svariip) is the subtle divine essence 
which pervades the body and can be realized when lust is transformed into 
pure love and the saédhak becomes “dispassionate” (niskaém) and “detached” 
(nirbikar). By “your true form is His form’s banner” Lalan means that the 
svarip testifies to the existence of God’s form (rip); it is through the union 
of the svarips of male and female that the sadhak can realize God’s true 
steady (atal) nature. The Baul Rejo Ksepa sings: “In the human form is the 
true form and in the true form lives the man of love” (BBOBG no. 526). 

“One house is inside the other” refers to the microcosmic universe in 
the human body. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 80; BBOBG no. 175.] 
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BUCY WA ACA AT ACA 


Ache yar maner manus mane 


BUC] UA ACS AA ACT 
CH fe CH MATT 
Bis FC OT ACH ACT 

CRACK CAA II 


Co eter 
CA AAMC ls oH Fat 
MTC AT II 


TUM MA UW RS CANT 
Rie Gert Tet 

eat Ca NCAA WIN 
WTC oT ll 


CAST HC CH ACT BH 
8 OF Ney COCO Corl 
Brae Bf Se Il 


ache yar maner manus mane 
se ki jape mala | 

ati nirjane se base base 
dekhche khela 1 


kache raye dake tare uccasvare 
kon pagla 

ore ye ya bojhe tai se bujhe 
thak re bhola | 


yatha yar byatha nehat seikhane 
hat dala mala 

omani jeno maner manus 
mane tola Il 


ye jana dekhe se rip kariye cup 
ray nirala 

o se lalan bherer lok 
janano hari bala || 
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Does a person tell beads' 

who has found the Man of the Heart? 
He sits in solitude 

and watches the game. 


Only a madman shouts 
for someone nearby. 
But let people believe what they want,’ 


forgetful mind. 
Just as the hand massages the place 


where pain is, 
one should remember the Man of the Heart. 


Whoever has seen him is silent 
and reclusive. 

But Lalan just follows the crowd, 
bleating “Hari!” “Hari!” 


1. [jape mala refers to the traditional South Asian practice of reciting prayers or mantra using 
a necklace of beads, similar to a rosary.] 


2. ore ye ya bojhe tai se bujhe thak re bhola: lit. “Let each person understand what he under- 
stands, forgetful mind.” 


3. Alt. trans.: “stops talking and keeps to himself.” 
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Ache yar maner manus mane 


This is one of the few songs that Lalan composed describing someone who 
has attained siddhi (perfection). See also “Ruper tulana rtipe” [LG no. 17], 
“Ye jan dekheche atal riper bihar” [LG no. 19] and “Laglo dham premer 
thanate” [BBOBG no. 6u], a song celebrating the rasik’s capture of the 
“thief.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 7; V’, 61, no. 33; LPhKK, 164; H no. 348; LSOLG no. 89; 
BBOBG no. 57] 
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BAS STAAL set snstea 


Ajab aynamahal mani gabhire 


ORS Sasser HET onslca 
Cat Hwee fasten 
WAR CI I 


face tox cat 

Ula Vaca czars can fis 
Oe CA ACA St aS 
CH GA HSA HA AACA Il 


werd feed aC Uf 
BSA ¢ BCT SIR CAA 
fl a GHA 

CAC BCT AAA Gl CF A A I 


wNACAS ACG AC Rll eT 
CoRt AP ORAS TT 
WIGS HTT «CT GA 

Mey TA FACT CS GS Il 


ajab 4ynamahal mani gabhire 
setha satata biraje 

saiji mere || 
purbadike ratan bedi 
tar upare khelche jyoti 
tare ye dekheche bhagyagati 
se jane sacetan sab khabare Il 


jaler bhitare Sukno jami 

athara mokame tai kayemi 
nihsabde sabder udgami 

se mokamer khabar jan ge ya re I 


manipurer hate manohari kal 
tehata tribeni tahe baka nal 
makarar ase bandi se jal 

lalan bale sandhi bujhbe ke re || 
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In a marvelous hall’ of mirrors, 
inlaid with gems,? my Lord 
reigns forever. 


To the east is a jeweled altar. 
Above it lights are playing. 
Whoever is lucky enough to see it* 
knows about everything.° 


Dry land within water. 

On it eighteen stations, 

made to last.° 

From silence comes sound. 

Go find out about these stations, 
go now! 


In the market of Manipur, 

city of gems, 

is a fascinating machine.’ 

There’s a crooked tube 

at the Triveni, 

confluence of three streams.® 

Water is imprisoned? 

by spider threads. 

Lalan asks, Who can solve the mystery?” 


7, e Dear m, 


1. mahal: Alt. trans.: “palace”; “mansion”; “chamber”; “room.” 
2. mani gabhire: “gems, deep within.” 


3. Alt. trans. (lit.): “(There’s) a marvelous hall of mirrors, / inlaid with gems. / That’s where 
my lord reigns forever.” 


4. Could also be translated as “him.” 


5. se janfe] sacetan sab khabare: alt. trans.: “is conscious of everything”; (more literal): “is aware 
of everything”; “knows everything there is to know.” 


” 


6. kayemi: “firm,” “permanent.” 


” 


7. kal: “device,” “mechanism.” 


8. tehata tribeni: the meaning of -hata is obscure, but it is clear that the word tehata means 
“tripartite” (te- = “three”). The line literally translates: “The tripartite Triveni (‘three strands’; 
the confluence of the Ganga, Yamuna, and Sarasvati, or the juncture of the ira, pingala, and 
susumna), and at/in it is a crooked tube.” 


9. bandr: alt. trans.: is arrested; is blocked. 


10. Lit. “Who will understand the mystery?” “Mystery” (sandhi) can also be translated “secret.” 
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The interpretation of this well-known dehatattva song is somewhat prob- 
lematic. The “hall of mirrors,” which also occurs in other songs by Lalan 
(LG no. 299, “Khacar bhitar acin pakhi kemane ase yay” and LG no. 62, 
“Dekho na ebar apnaro ghar thaoriye’” [69]), and its variant “city of mirrors” 
(‘Ami ekdin na dekhilam tare,” LG no. 18 [16]) are among the images that 
typify Lalan’s poetry. They are probably metaphors for the ajfia-cakra in 
the forehead, although they may also refer to the sahasrar at the top of the 
head, as both cakras are considered the abode of the Absolute. According 
to Khoda Baks, the “east” where the “jewel altar” is located represents 
the front of the body, possibly the forehead. Another song (LG no. 390 
[“Sadhya ki re Amar se rip cinite,” 133]) mentions that the Absolute is in 
[the] “northeast corner of the room.” The “northeast,” Khoda Baks says, 
signifies the front left side of the body, where the heart is located. It is 
therefore possible that by “east” Lalan actually means “northeast” here 
too—that is, the heart. Both the heart and the ajfd-cakra are described as 
places of incredible effulgence. 

“Dry land within water” perhaps refers to the organs (or heart) and the 
circulatory system. The “eighteen stations” (athara mokdm) are eighteen 
parts of the body and are unrelated to the four mokams (or five mokams in 
Pafija Sah’s view [1898,] 18-19) mentioned by Lalan and other Baul poets. 
Although Lalan does not identify the “stations” in any of his songs, a num- 
ber of Bengali Sufi, Vaisnava, and Baul texts do enumerate them. These 
lists, however, vary widely according to the text. Khoda Baks quoted one 
list that, like an agama, is placed in the mouth of Siva, who is instruct- 
ing Parvati. It also includes the names of the deities presiding over each 
body part, most of which reflect Vaisnava influence. The “eighteen sta- 
tions” as given in this text are as follows: (1) top of the head, (2) forehead, 
(3) eyes, (4) nose, (5) ears, (6) tongue, (7) uvula, (8) neck, (9) arms, (10) 
back, (11) chest, (12) navel, (13) penis, (14) vagina, (15) anus, (16) thighs, (17) 
knees, and (18) feet. Pafija Sah’s enumeration of the “stations” in Chahi 
Iski Chadeki Gaohor (1898, 18] is much less straightforward. Some of the 
body parts are not actually named but only vaguely described. They allude 
to places peculiar to Baul mystic physiology. Pafija neither uses the frame- 
work of an dégama nor mentions presiding deities other than Allah in the 
tenth station. For example, he says that the first station is the seat of water 
(nir), the second station is the place of wind (paban), the third is the ghat 
of the triveni, the fourth is the tongue, and the fifth is the teeth, etc. A third 
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and entirely different list is given by Haq (1975, 418). According to the texts 
he examined, the eighteen mokams “are a set of eighteen necessary things 
for the constitution of a man” rather than places in the body. The eighteen 
stations as given by Haq are as follows: (1) semen, (2) nerves, (3) bones, 
(4) brain, (5) blood, (6) flesh, (7) skin, (8) hair,( 9) life, (10) death, (1) sub- 
sistence, (12) wealth, (13) happiness, (14) misery, (15) wisdom, (16) love, 
(17) bravery, and (18) thoughtfulness. 

The “sound” that “rises soundlessly” probably refers to the anahata 
dhvani “unstruck sound” (also called sabdabrahman “supreme reality in 
the form of sound”). This sound arises spontaneously when the sadhak has 
drawn his senses inward and has gained control over breath, semen, and 
mind (see Das Gupta 1969, 57-58n7). 

The manipur is the cakra near the navel. According to Buddhist texts, 
it is in this cakra that semen should be arrested (Das Gupta 1974, 143). 
Vaisnava Sahajiya texts locate the kulakundalini sakti in the navel, and Baul 
songs refer to the entire region below the navel, including the svadhisthan 
and miladhar, as the place of sexual functions. It therefore can be sur- 
mised that the “market of Manipur,” which seems to include the triveni 
generally located in the miladhar, refers to the area extending from the 
manipur to the miladhar. 

In Bhattacarya’s view (BBOBG, 345), the “crooked tube” (bakanal) signi- 
fies the susumnd rather than the banka nala of the Naths, the curved duct, 
known in yogic physiology as the samkhini, that extends from the moon 
below the sahasrar to the hollow in the palatal region (see Das Gupta 1969, 
239-240). 

The enigma “water is confined by spider threads” signifies the diffi- 
culty of Baul sadhana, particularly the practice of seminal retention. As 
Lalan explains in another song (BBOBG no. 41 [“Madhur dil dariyay dube 
ye jan dubeche,” a variant version of 93}): “Tying an elephant with spider 
threads ... what impossible tasks these are! Only someone who has dived 
knows (how to do them).” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LSOLG, vol 2, no. 46; LG no. 52; LPhKK no. 2.] 
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It’s a strange show— 

the fakir ways of the Sada Sohagi saints. 
Their fakir garb: 

bangles and saris. 

Who can understand? 


Long hair, bearded faces, 

bangles and saris— 

Where did this lineage’ come from? 
You've got to find out. 


Take a close look 

at this fakir band.? 

I’ve heard the Sada Sohagis 
are everyone’s original clan.’ 


You have to become a woman 
like the Sada Sohdagis. 

Sai Lalan says, Mind, 

then you'll reach the bottom 
of the ocean of love. 


1. Alt. trans.: “path”; “line.” “Lineage” translates siri, “steps” which is used by fakirs in the 
sense of “chain of descent” and is synonymous with silsila and sijranéma. When a Lalan- 
panthi fakir is described as tin siri, “step three,” for example, it means that his guru’s guru 
was a direct disciple of Lalan. 


2. “Band” translates goro “group” (Persian guroh), which has the technical meaning of “lin- 
eage” or “suborder,” i.e., cistiya khaéndan nizamiya goro, “the Nizamiyah suborder of the 
Chishti Sufi order.” 


3. “Everyone’s original clan” translates sabar ad[h] ghar. Adfh] can mean either “half” (< Skt. 
ardha) or “original” (< adi). In this context, according to Karim Shah, it is used in the latter 
sense, and ghar in the sense of “lineage.” (See the annotations for an interpretation of the 
meaning of the phrase.) It is also possible, however, that the phrase is a double entendre. If 
ddfh] is taken to mean “half” here, then ghar would be a metaphor for the body. Taken in this 
way, the phrase could be loosely translated “the other half of every man.” Lalan then would 
be saying that the Sada Sohagis symbolizing Prakrti are the other half of every male. This 
would refer to the Tantric and yogic belief that the human body is hermaphroditic, contain- 
ing both Purusa and Prakrti, male and female aspects. 
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Sufi lineages trace back to Muhammad. Lalan-panthi fakirs also produce 
genealogies that go back to the Prophet in an attempt to give their tradi- 
tion legitimacy (see the sijranama in Das and Bigvas 1986, 96). However, 
according to Muslim Bauls, it is actually Fatima who is the first link in 
the chain of descent, for she is Prakrti or Adya Sakti, from whom even 
the Prophet came into being. (See the annotations to “Ache din duniyay” 
[LG no. 90; 9] and “Bhajo re jene sune” [LG no. 246; 9o].) Thus, the 
answer to the question in verse 1, “Where did this lineage come from?” is 
Fatima. When Lalan says in verse 2 that “the Sada Sohagis are everyone’s 
original clan,” he is also referring to the belief that Prakrti is the origin 
of all creation. 

Unlike the Sadi Sohagis and Sakhibhavaks, Lalan-panthi fakirs 
do not cross-dress and do not conceive of God as husband or as the 
sole male in the universe. For a Baul saédhak “becoming a woman” is 
a mental exercise to gain control over the senses and is also a goal of 
sadhana—namely, to absorb his partner’s femaleness. This is believed 
to physically transform the sadhak, turning him into an androgyne, 
thereby reintegrating him into a primordial whole that was split when 
the world was created. 

According to Baul belief, if the sédhak considers himself a woman 
when he has sex with his female partner, he will be able to prevent ejacu- 
lation, have intercourse lasting several hours, and make his semen flow 
up to his head. This arop sadhana (sadhana of ascription) is alluded to in 
many Baul songs and sayings as well as Vaisnava Sahajiya texts.* As the 
Baul poet Svartip puts it: 


My mind, play the role of a woman. 
Adopt the nature of a woman 

and then worship. 

The love in your body? will ascend.° 


4. See BBOBG pp. 363-364. See the discussion of “becoming a woman” as treated in 
Vaisnava Sahajiya texts in Dimock (1966, 157-164). 


” 


5. rati: “love, 


6. 


sexual intercourse.” As in this song, rati is often a code word for semen. 


Amar man sajo prakrti 


prakrtir svabhab dharo, sadhan karo, ardhva habe deher rati | (quoted in BBOBG, 363) 
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Here is a guru-bani (“guru’s saying”) recited to me by Khoda Baks: 


Become a woman 

to unite with a woman. 

Day by day the waves of love will swell. 
But if you don’t become a woman 

and have intercourse with one 

know for certain you'll both go to hell.’ 


“Going to hell” means ejaculation. Bauls hold that women too ejaculate when 
they have an orgasm. Not only the sadhak but also the sadhika is enjoined 
to prevent ejaculation. Related to the practice of “becoming a woman” is the 
notion that both male and female should give up their respective natures. 
“As long as you keep your male and female natures, can you be called con- 
noisseurs of love?” Lalan asks in “Jani man premer premi kaje pele” [LG 
no. 173].° By transcending distinctions based on gender and not thinking 
of each other in terms of male and female, the sadhak and sadhika are able 
to remain calm during sex and maintain control over their emissions. In 
this connection, Karim Shah quoted the Kartabhaja? saying, “The woman 
should be a hijra, the man a eunuch, and then they will be Kartabhajas.”” 
The hijra (in this context, a woman without a vagina) and eunuch symbolize 
the absence of desire for the satisfaction of one’s own senses." 


prakrti haiya kare prakrti sanga 

dine dine bare tar premer taranga 

prakrti na haye ye kare prakrti sambhasan 
niscay janibe dohe narake gaman | 


8. Purus prakrti svabhab thakte ki prem rasik bale. See also the following lines in Lalan’s song 
“O gaurer prem rakhite simanye ki parbi tora” [LG no. 322]: purus narir bhab thakite parbi 
na se bhab rakhite (“As long as you think in terms of man and woman, you won't be able to 


hold onto your love”). 


g. The Kartabhajas are one of a number of groups including Balaramis, Sahebdhanis, and 
of course, Lalan-panthis that appeared in the eighteenth and nineteenth centuries in undi- 
vided Nadiya and that are syncretistic, reject caste, draw their followers from both lower-class 
Hindus and Muslims, and have a saédhand centered on the human body. According to legend 
the Kartabhaja sampraday was founded by Aulcand (ca. 1686-1779). 


10. meye habe hijra, puru siri habe khoja, tabe habe karta bhaja. The last clause could also be 
translated “then they will worship the Creator.” 


u. See the discussion of this saying in Cakrabarti ([{1992], 82) by a Kartabhaja who gives the 
same interpretation as Karim Shah. See Openshaw (2002, 182) for a different interpretation. 
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Through devotion to his female partner and through sexual practices, 
a sadhak is believed to acquire certain physical characteristics of a woman. 
Among the practices that contribute to the feminization of the sadhak’s 
body are seminal retention and sex in the inverse position (biparit rati 
< Skt. viparita rati) with the female on top, especially during the sadhika’s 
menstrual period. At this time, as Openshaw (2002, 220) explains, the 
woman loses fluids like a man, allowing her partner to take them into his 
body as she normally would do. By engaging in biparit rati, the sadhak is 
able to absorb his partner’s fluids that flow down onto him and to draw into 
his body through his penis a few drops of her blood. As a result of these 
practices, the saédhak’s semen is said to become clear like a woman’s secre- 
tions, and he is said to develop a menstrual period, albeit one that is subtle, 
with little discharge, and that is less frequent than a woman’s. The sadhak, 
however, can detect it by examining his dor kaupin, the loincloth symbol- 
izing his femaleness and his ability to control ejaculation, that a fakir who 
has undergone the khilaphat (< Ar. khilafa, “succession”) ceremony habitu- 
ally wears over his genitals. Secondary sex characteristics too are thought to 
become more womanlike. Openshaw reports (2002, 230) that one sadhak 
“boasted of his increasingly female body (specifically his swollen belly, 
somewhat pendulous breasts and decrease in body hair).” 

In her study of Hindu myths concerning the androgyne, O’Flaherty 
(1980, 331) finds that Indian androgynes are primarily male and concludes 
that this “reflects a feeling of imbalance, a male’s need to correct his own 
incompleteness by assimilating to himself the form of the female.” The 
Baul androgyne fits this general pattern. The sadhana is done primarily for 
the sake of the man. The female is viewed as complete and self-perfected 
(svayam-siddha), and the male can attain perfection only with her help 
through absorbing her femaleness and catching the adhar manus that only 
she possesses.” 

[Sources for the original Bangla version include: Salomon’s manuscript; 
KhB; LG no. 443; LPhKK, 140; LSOLG vol. 2, no. 305 (taken from LG).] 


12. For a detailed discussion of the completeness of the female, see Openshaw (2002, 
223-224). 
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OUTTA BIAT AIA OTH VA AT 


Amar apan khabar apnar hay na 


BATA SHY AIS SMHS A AT | 
(Aaa) SMoetica fHercet ACA 
A SICA COAT I 


WBS CAP MCA OTA 

et aT 
Sits Diet fe Rhorw Perla 
Orta 6 IC AC NATH 


ot wma aff 
wet ft aca eva wf Sarat 
cu cnt tefa ae 
COA OS AAT I 


BUST SHY Ce CHT eT 

Cl GCA UIs DAT AAT ANG AT 
HR Mey ACH WAC OTA 
Ra ¢ A afece Sra I 


amar apan khabar apnar hay na | 
(ekbar) Apnare cinle pare 
yay acenare cena Il 


sai nikat theke diire dekhay 

yeeman keer are pahar lukay 
dekh na 

ami dhaka dilli hatare phiri 

amar koler ghor to yay na Il 


atmartpe karta hari 

mane nistha hale milbe tari thikana 
bed bedanta parbi yata 

berbe tata lakhnai || 


ami ami ke bale man 

ye jane tar caran Saran lao na 
sai lalan bale maner ghore 
halam cokh thakite kana || 
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I’m out of touch with myself. 
Tf only I could know myself, 
I would know the one who is unknown. 


SGi is near, yet seems far away. 

Don't you see, he’s hidden from us 

like a mountain by the strands of hair 

in front of our eyes. 

I grope my way around Dhaka and Delhi. 
The darkness before me never lifts. 


Lord Hari has the form of the self: 

If you have faith, you'll find out his address. 
But the more Veda and Vedanta you read, 
the more false impressions you'll get.! 


The mind asks, “Who am I?” 

Take refuge at the feet 

of someone who knows. 

Lalan is under the spell of scriptures.? 
He’s blind despite his eyes. 


1. “False impressions” is a free translation of lakhna (Skt. laksana), which generally means 
“the figurative sense of a word.” Lalan, however, gives it the pejorative connotation of a 
definition that obscures the abhidha, the primary meaning of a word. Bhattacarya (BBOBG, 
1053) correctly attributes Lalan’s unusual use of the term to the influence of Krsnadas 
Kaviraj’s biography of Caitanya, the Caitanya Caritamrta (CC). In adi lila, chapter 7, a group 
of sannydsis (renunciates) asks Caitanya why he doesn’t listen to the Brahmasitras (referred 
to as Vedantastitra and Vedasittra). Caitanya replies that although the Brahmasitras are the 
word of God, the commentator Sankaracarya gives them a secondary or figurative interpre- 
tation that is misleading because it covers up their true sense: “The Vedasiitras are con- 
cerned with the primary meaning of Krsna, but (Sankara) neglected the primary meaning 
and explained only the figurative sense (laksana).” Just as the CC says that Sankara’s com- 
mentary on the Vedantic Brahmasitras explains the “figurative sense” (laksand) of the work 
and that this has the effect of hiding the true nature of Krsna, so Lalan says that one gets the 
“figurative sense” (lakhna) from reading Veda and Vedanta and that this results in miscon- 
ceptions that lead one away from Hari (i.e., Krsna) rather than toward him. In Lalan’s view 
only a guru is capable of revealing the truth, not a text. 


2. phakir lalan bhule beder gole. [The Bengali version chosen for this publication has the 
alternate signature line sai lalan bale maner ghore halam cokh thakite kana, which could be 
translated as “Lalan Sai says I am blind despite my eyes in the darkness of my mind.” See 
the Emendations below.] 


3. Emendations to the exemplar: The first half of the signature line differs in each of the 
versions cited. C, on which the translation is based, has: phakir lalan bhule beder gole hale 
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This song, one of Lalan’s most popular, is about the futility of searching 
outside for Sai, who is within man, and of learning about him (or oneself) 
secondhand through reading scriptures, such as the Vedas and Vedantic 
texts (the Upanisads and the Brahmasitras), when it is possible to “catch” 
him—that is, to experience him firsthand. It is reminiscent of Upanisadic 
passages, for example Mundaka 3.1.7c—d (translated in Hume 1931, 375): “It 
is farther than the far, yet here near at hand. Set down in the secret place 
(of the heart), even here among those who behold (It).” (See annotations to 
“O tor thiker ghare bhul pareche man” [LG no. 398; 37].) 

[Sources for the original Bangla version include: Salomon’s manu- 
script; C; LG no. 4; LSOLG vol. 1, no. 103; BBOBG, 1053, no. 82.] 


caksu thakte kana; LG has: sai lalan bale maner ghore halam; and BBOBG has: phakir lalan bale 
maner ghore halam. The last verse in an oral version sung by Abdul Karim Shah is entirely 
different: (yeman) amrta sagare sudha, pan karile ar ksudha trsna ray na / phakir lalan malo jal 
pipasay, kache thakte nadi meghna // “There’s nectar in the sea of immortality. If you drink 
it, you never feel hungry or thirsty again. Fakir Lalan is dying of thirst, though the River 
Meghna is a stone’s throw away.” Another song by Lalan [LS vol. 2, 194] opens with a line 
which contains a similar metaphor: “Though she was by the riverside, the female rainbird 
died of thirst” (samudrer kindre theke jal bine cataki malo), raising the possibility that the verse 
in Karim Shah’s oral variant traces back to Lalan himself, who may have sung the song both 
ways. [Salomon’s typescript has the following handwritten note:] I remember seeing another 
song by Lalan with the same oral bhanita; it may have come from another song. 





ae ys 
pe {/% Se. no® vy SSO SE oe 
I ON’ rreannse oar, 

ret Q), ear. D ee 
LG # y Coeemees \OSSEN 6 fea: 


ons Rien go onmrang aay 311 


a a pag een ena oi acer onsen Gy U 
Sat ee ee enuvat oe 
eS ental 3 TS LS ga es 
: ey OY | 
Oni rer Qa anrofe Tate 
— Sqn SO (or XTRA ON |) 





OB Wa, 


zor av Sieh we 
a os ey “ery 


Raa 


—— Gar a B Saone oe =< a 
aa ee Seer 


has — ey 3 ot Grae % re: ote 
f Bs ES se 7 Sete we) “he sie mf 
loner Ont Ge Aa es "Ble 
A STR OC cat angal= nes, 
Wart 
“a5 or | She 
saz NRO BA wae 
. ry Mer a Ae prvi 
: Nose > Bec Oe te er Bra ase wSy 1 
we es ' Treugy \ dove 
“Gel AWND SOG AB 
a ETS OE » Peay, ore 5 oo 
‘y ayes 5 
3 Se > (sore See Sy 


[gn Tre. BR oB- 
See a SE ee er SED eS a 
AS QUyes MAM LSC: Ce 
ee ee be SOLG— AST ae 
i Serer 











Salomon’s MS for “Amar apan khabar apnar hay na.” 


T5 


Amar gharer cabi parer hate 


CECT fee OF eT 


mat b tll 


Bory MAC ABMaC at 

ACA BCA CTC 

BUT ATT GS TT 
aT 1a CARATS Il 


a alfeex faces fofy 
wiesl at ce foi AA 
AIR PAC I 


AR ALA OMY A A 
ACA ACT AS THAT 

ery Cet CAC OFT Sey 
anaes atc | féfCS II 


amar gharer cabi parer hate 
kamane khuliye se dhan 
dekhbo caksete I 


apan ghare bojhai sona 

pare kare lenadena 

ami halam janmakana 
na pai dekhite || 


raji hale daraoyani 
dvar chariye diben tini 
tare ba kai cini Suni 
berai kupathe 1 
ei manuse Ache re man 
yare bale manus ratan 
lalan bale peye se dhan 
parlam na go cinite || 
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A stranger’ 

has the keys to my house. 

So how can I unlock the door 
and see with my own eyes 

the treasures inside? 


It’s my house that’s full of gold. 

But the stranger’ makes all the deals.’ 
I was born blind and can’t see 

what’s going on.* 


Perhaps the doorkeeper will agree 

to let me in.° 

But tell me, how will I find’ this doorkeeper? 
I travel the wrong road. 


O mind, the one they call the man-jewel’ 
is in this person.® 

Lalan says, That treasure is mine, 

but I don’t know it.? 


1. par: alt. trans.: “Someone; another.” 
2. Alt. trans.: “someone else.” 


3. pare kare lenddend: lit. “Another does the trading.” Alt. trans.: “The stranger wheels and 
deals.” 


4. Verse 1: for LG karmakdanda read janmakanda. 


5. rajt [or raji] hale daraoyani dvar chariye diben tini: lit. “If the doorkeeper agrees, he or she 
will let me in.” In order to maintain the ambiguity of the Bengali, which does not mark pro- 
nouns for gender, I have avoided using pronouns in the translation of this song. 


6. Lit. “recognize” (cini). Alt. trans.: “How will I know this doorkeeper?” The verb cend also 
occurs in the last verse. As the translation stands I use a different English verb in each case. 


7. Lit. “person-jewel.” 


8. ei manuse ache re man yare bale manus ratan. Alt. trans.: “The one they call the man-jewel 
is in me.” 


g. See note 6. More literally: “I wasn’t able to recognize it.” 
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Amar gharer cabi parer hate 


I 


In this identity riddle the mysterious figure is described as par “stranger,” 
“other.” In his songs “Amar e gharkhanay ke biraj kare,” (LG no. 77) and 
“Apnar apni re man na jano thikana” [LG no. 6], Lalan explicitly equates 
par with paramesvar, “the Supreme” within the body, punning on the syl- 
lable par contained in both words. In the song under discussion, however, 
par has a different referent. At least two other songs by Lalan in addition 
to this one have the same image of a “stranger” who is in possession of 
the “keys” to a “house” that is locked up and inaccessible to its owner. The 
first song opens: “How can I find the treasure when a stranger holds the 
keys to the house?” (khiije dhan pai ki mate parer hate gharer kalakathi) [LG 
no. 148]. Lalan says at the outset of the second song on this motif [LG no. 
146]: “Though I live in the house, I know nothing about it. The rooms have 
been locked up for four ages and a stranger has the keys” (ghare bas kari 
se gharer khabar nai / car yuger ghar cabi ata choran parer thai). The “keys” 
provide a clue to the stranger’s identity in these songs, for in Bengal the 
woman of the house is in charge of the keys, wearing them tied to the edge 
of her sari. The “stranger” holding the “keys” is Sakti, the female partner 
whose help is essential to the male adept’s success in sadhana. “Gune pare 
sarli dapha” [54] is another example of a song by Lalan in which par refers 
to the female, although in this case no keys are mentioned. See the annota- 
tions to this song. Openshaw notes (2002, 207) that paratattva, “the doc- 
trine of the other,” refers to knowledge of the female body. 

The “gatekeeper” (daraoydni [in some versions spelled daéraoyani, with 
a short i]) and the “stranger” with the “keys” are one and the same person. 
Lalan ingeniously hints at the gender of the gatekeeper by adding an 7 to 
daraoyan, inventing a feminine form. (On Lalan’s invention of feminine 
forms of words, see Jha [2005], 132, no. 406.) This interpretation is sup- 
ported by evidence from other songs by Lalan. For example, “Ye ripe sii 
ache manuse” (LG no. 222 [116]) has the following line: “A light shines in a 
nonexistent place. This story can’t be told. Lalan doorkeeper there—she’s 
the mother of the world.” In “Riper bihare” [LG no. 455] Lalan combines 
the images of the doorkeeper and the keyholder into one: “At the door to 
your (true) form (rip) is Mr. Sririip, the venerable form (Sririp mahasay), 
who holds the key to the lock on the house.” Whereas in “A Stranger Has 
the Keys to My House” Lalan gives a clue to the gender of the “gatekeeper” 
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by adding a feminine affix to daraoydn, in this case he composes a gender 
bender, actually disguising the gender of the “venerable form” by using 
mahdsay (lit. “high-minded”), an honorific term affixed to a man’s name, 
equivalent to “Mr.,” rather than the feminine form mahdasaya, “Madam.” 
This leads both S. B. Das Gupta (1969, 184-185) and U. Bhattacarya 
(BBOBG, 363) to wrongly interpret sririp mahdasay as referring to the 
“human form” or the “physical body” in general. Sririp, however, is a code 
word for the Sakti. (See the discussion of this term in the annotations to 
“Ache din duniyay acin manus ekjana,” LG no. go [9]). 

In the songs containing the image of the keys quoted thus far, it is 
the sadhika who possesses them. The person holding the keys and Lalan 
are clearly different individuals. In his song “Haoyar ghare dam atka 
pareche” [LG no. 218] Lalan explicitly states: ghare kalkathi par hate bahire 
se jana, “The person with the keys is outside the house” (i.e., the body). 
Yet in another song by Lalan (“Ye jan haoyar ghare phd peteche,” LG 
no. 156) the possessor of the keys, while still the Sakti, is identified with 
the internal kundalinisakti, the female energy in the form of a serpent. 
In the line “The keys are at the door of Brahma,” the “door of Brahma” 
(brahmadvar) is the opening to the susumna nat in the miladhar, which 
is blocked by the sleeping kundalinisakti. Lalan no doubt is alluding to her 
when he says that the keys are at this door, because it is only by awaken- 
ing her that access to the crucial susumnda can be gained and ulta sadhana 
effected. 

The referent of ei manuse (lit. “in this person”) in the last verse is not 
clear. It may be interpreted as referring to the woman, to human beings 
in general, or to Lalan in specific. The manus-ratan (“man-jewel”) is the 
divine element within the human body and could signify either the sahaj 
or adhar manus possessed by the woman or the sai in semen. (The most 
likely interpretation, however, is that ei manuse refers to Lalan and manus- 
ratan to the sai within him.) In “O tor thiker ghare bhul pareche man” (LG 
no. 398 [37]) Lalan seems to equate the manus-ratan with semen. At least 
he says that it is not possible to know the manus-ratan if the adept cannot 
control his semen (see the annotations to this song). Moreover, Lalan says 
in the last line of the song under discussion that he is in possession of the 
“treasure” which presumably is the manus-ratan. Similarly, in his song 
“Ghare bas kari se gharer khabar nai” [LG no. 146] he says that though the 
jewel is in his own house, he is poor and asks where he can find the person 
who will place it in his hand. According to Baul belief, the sai exists in the 
male body in an unknowable passive form. Only through sexual sadhana 
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with his female partner can the male adept realize it in its manifest know- 
able form. As Lalan puts it in another song (“Sarobare 4san kare rayeche 
anandamay” [Jha 2005, 132]): parer mukhe mukh lagale tabe manus katha 
kay, “When he puts his mouth on the mouth of the stranger, only then 
does the person (manus) speak.” (On “mouth” as a term referring to the 
sexual organs, see the annotations to “Dharo re adhar cadere adhare adhar 
diye,” LG no. 42 [72].) 


II 


Abu Rushd in his translation of the song under discussion (1991, 76, 
no. 35) identifies the “keyholder” and the manus-ratan: “Oh mind this key- 
holder is the jewel of a man.” That they are two different figures and that 
the former is the means for the male adept to experience the latter is, 
however, clear from this line of Lalan’s song (LG no. 146) “Ghare bas kari 
se gharer khabar nai”: dey se ratan hate dhare tare kothay pai, “Where can 
I find the one who will take me by the hand and give me the jewel?” 

Further on in the song Lalan sings: “The stranger does business 
(karbar) from my house. Yet I never get to see the stranger’s house.” Lalan 
calls the female or Sakti “par” perhaps because a wife is referred to by her 
husband’s family as parer meye, “another’s daughter.” (See Lalan’s song 
“Ke aj kopin paralo tore,” LG no. 320 [46], which uses this phrase, and also 
Openshaw 2002, 161-162.) The sadhak must draw her as well as breath, 
semen, and menstrual blood through his “house” up to the head in order 
to effect ulta sadhana. 

The solution to the song under discussion seems to be the Sakti or 
female partner, and all the clues neatly point in this direction. However, 
lest one get complacent and think that the combination of par with the 
keys always indicates the same solution, it must be pointed out that there 
is another possible identity and a third explanation of the meaning of par 
in Lalan’s songs. In the song quoted above (“Khuje dhan pai ki mate” [LG 
no. 148]), par may have two simultaneous identities. Thus far, par has 
been taken to be singular. However, since Bengali does not distinguish 
between singular and plural, the interpretation must be placed in the con- 
text of the song. For example, the par does not always equal the female. 


10. [Jha’s version gives a variant line “mukh diye se parer mukhe marmer katha kay,” which 
could be translated as “When he puts his mouth on the mouth of the stranger, only then does 
does (the person) speak of the meaning.” It is unclear whether Salomon obtained her variant 
from another published source or directly from fakirs.] 


Songs of Lalan Sai 101 


In Lalan’s song “Khuje dhan pai ki mate” and some others, two solutions 
are possible. 

The “house” in Baul songs usually signifies the body. Here, however, 
it seems to allude to the “room inside a room” (gharer majhe gharkhana, 
which can also be translated “house inside a house”) that Lalan describes 
in “Kena kacher manus ...” (LG no. 5 [49]) and is a person’s svariip, “true 
inner self.” As Lalan says in his song “Haoyar ghare dam atka pareche” 
(LG no. 218): “The person holding the keys to the house is outside.” 

The symbolic significance of the first verse is that the male adept can 
only unlock the treasures within his body—that is, succeed in sadhana— 
with the help of his female partner. 


Exemplar:" M 105; oral version KhB 


amar gharer cabi parer hate | 
kemane khulie se dhan” dekhbo caksete || 





dpan ghare bojhdai sona, pare kare lenddena | 
ami holém janmakdanda, na pai dekhite || 


raji hale daraoyani, dvar chariye diben tini | 
tare ba kai cini Suni, berai kupathe || 


ei manuse ache re man, yare bale manus ratan | 
lalan bale peye se dhan parlam na go cinite® || 


[Sources for the original Bangla version include: Salomon’s manuscript; 
M1; LS vol. 2, no. 539; BBOBG no. 78; LSOLG vol. 1, no. 95; LG no. 147] 


u. [This exemplar, found typed among Salomon’s manuscripts, differs slightly from the 
handwritten manuscript for this song. Based upon her preference for janmakhana instead 
of karmakhdna in the first verse (see note 4 to her translation), it appears that M was the 
preferred source. It also indicates that, whenever possible, she preferred to utilize variants 
based on manuscripts and trusted oral sources (i.e., KhB, LB, and Karim Shah) to formulate 
her translations. See the essay “On Editing the Songs of Lalan Fakir Using both Oral and 
Written Sources” at the beginning of this publication.] 


12. Too faint to see in M. 


13. Too faint to see in M. 
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wift Game at Hes IA 


Ami ekdin-o na dekhilam tare 


wif samene at aera ocr 
CANT AB HOM AIS SCS I 


CR FT Ace we of 
a ale ae weal 
PUT OF TT MS I 


aaa fas Cag UP a Sat 
OAR Mm Waaaea 
CH CPUS FCAT 
BANA | lB SICH ANC I 


BA Tort HPA AIL ACA 
CH OA Aer AEC AB 
A 6 GAPE 


ami ekdin-o na dekhilam tare 
barir kache arasinagar 
sethay ek parasi basat kare Il 


sei gram bere agadh pani 
nai kinara nai tarani pare 
baficha kari dekhbo tare 
keemane se gay yai re Il 


balbo ki sei parasir katha 

tar hasta pada skandha matha nai re 
o se ksanek thake stinyer upar 

abar ksanek bhase nire || 


parasi yadi amay chtito 
yam yatana sakal yeto dire 
se ar lalan ek-khane ray 
laksa yojan phak re || 
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I have not seen him even once— 
my neighbor 

who lives in a city of mirrors 
near my house. 


His village is surrounded 

by deep boundless waters, 

and I have neither boat nor shore 
to cross over. 

I long to see him, 

but how can I reach 

his village? 


What can I say 

about my neighbor? 

He has no hands, no feet, 

no shoulders, no head. 

Sometimes he floats high up in the sky, 
sometimes floats in the water. 


If my neighbor just touched me, 

I wouldn't feel the pain of death. 

He and Lalan are in the same place, 
yet five hundred thousand miles apart. 


[Salomon’s manuscript and annotations for this popular song by Lalan are 
both missing. Sources for the original Bangla version include: LG no. 18; 
LS vol. 2, no. 54.] 
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wifi fac a fa aia @ | 
BUA Wes CCS OPS OTT CARCA I 


ami ki dos dibo kare re | 
amar maner dose ami palam 


phere re Il 

WW YF Scr subuddhi susvabhab gelo 
PCPA CI AeA RC kaker svabhab maner halo 

FAC BITS Set tyajiye amrta phala 
WITT CHT eT AAS TET ET I makal phale man majilo re || 
I SPT 2 OS STAT ye aay ei bhabe asa 
CS RTS WAH tate halo bhagnadasa 
Aa ie y at ghatilo re ki durdasa 
(SIMI) SHS VCS ATA (amar) thakur garte banar 

Rel Sl halo re Il 

a foafer ct art gurubastu cinli ne man 

BANC fee Safes Sry asamaye ki karbi takhan 
fal PUA TENS Aer binay kare balche alan 


(GT) I AYSPF TA ai 


(amar) yajfier ghrta kuttay 
khelo re Il 
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Who else can I blame? 
My! mind,? it’s all your fault 
I’m? in this predicament.* 


Your good sense is gone 

and your good intentions too.° 
You act like a crow, 

passing up mangoes 

for bitter apples. 


All the hopes 

I came here with 

are shattered.® What a mess! 

I tried to make an image of god, 
but made a monkey’ instead. 


You didn’t recognize 

the essence of the guru. 
What will you do 

when the going gets rough? 
Lalan says, with humility,’ 
A dog ate up the butter 
for the sacrifice! 


1. [Salomon’s manuscript has a footnote giving the emendation “amar: LG pathantar; 
BBOBG, LPhKK, LSOLG dpan.”] 


2. [Salomon’s manuscript has footnote “maner: BBOBG svabhaber.” | 

3. [Salomon’s manuscript has footnote “ami: omitted from BBOBG, LPhKK, LSOLG.”| 
4. [Salomon’s manuscript has footnote “palém: LSOLG pelam.”] 

5. [Salomon’s manuscript has footnote: “maner: LSOLG mane.” 


6. LG: The second line of verse 2 reads tate halo bhagna dasa instead of bhajigilo re asar basa 
given in T. [A similar reading to LG (tate halo bhagnadasa) was preferred for the Bengali 
version of this publication, which could be translated as “From this it is in a broken state.” 
Salomon’s translation of the line however follows the version in T.] 


7. [Salomon’s manuscript has footnote: “banar: BBOBG badar.” 


8. [Salomon’s manuscript has footnote: “binay kare balche lalan: LG pathantar.”] 
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In this song Lalan compares his mind to a crow, a bird with no sense 
of discrimination. Amrta phal(a), translated “mangoes,” puns on its lit- 
eral meaning of “fruit of immortality.” The implication is that just as a 
crow “passes up mangoes for bitter apples,” a fruit that is bright red and 
looks delicious from the outside but is really bitter and offensive smelling 
inside, so man passes up immortality for the material world. The “essence 
of the guru” and the “butter for the sacrifice” signify semen. (On butter as 
a metaphor for semen, see O’Flaherty 1980, 22.) 

[Sources for the original Bangla version include: Salomon’s manu- 
script; V?:, no. 18; LPhKK 198; LG no. 197; DKES no. 294.] 
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ONC WMS ales Acs 
Ay go jai nabir dine 


BC We afad ier 
aie Vest AOR WAZ 
wT wher il 


oie fm afd wrcad Ager 

AAC ONC ORCA 

C Gt Ula ate AR BR 
AAAS AWA Ail 


BY 6 BA Acerca ae 
Cl ast BIA CH eet ofa 

fac BAGS ST OIA CHT AT 
al Facet Sreetca AA ACT I 


afea feet Sara Difsers 

8 Hala fact ACI CA RAT 
Dia 30S 

Ae ACT CAC Cat GH CT II 


ay go yai nabir dine 
nabir damka baje saday 
makka madine || 


tarika dicche nabi jaher batune 
yathayogya layek jene 

roja ar namaj byakta ehi kaj 

gupta path mele bhaktir sandhane || 
amilya dokan khulechen nabi 

ye dhan cabi se dhan pabi 

bine karir dhan sedhe dey ekhan 
na laile akhere pastabi mane Il 


nabir sange chilo iyar carijan 

nur nabi carke dilen car yajan 

o se nabi bine pathe gol halo 
car mate 

lalan bale yzena gole paris ne || 
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Come on! Let’s follow the Prophet’s faith.' 
The drum of his faith is beaten round the clock? 
in Mecca and Medina. 


The Prophet teaches two ways: 

one is hidden, the other manifest. 

He knows which one suits you best.? 

Fasting and prayer are public acts. 

But through devotion you reach the secret path. 


The Prophet opened a priceless store.* 
You get whatever you ask him for. 

He offers you treasures free of charge. 
If you refuse, you'l regret it afterward.* 


Four friends accompanied the Prophet. 

The Prophet's light gave them four paths of worship.° 
But without the Prophet to lead the way, 

they went in four different directions. 

Lalan says, See that you don't go astray. 


1. Alt. trans.: “Let’s join the Prophet's faith.” 
2. Alt. trans.: “All the time.” 
3. Alt. trans.: “One’s manifest, the other’s hidden. He knows which way is right for you.” 


4. amiilya dokan is a pun. It means a store where everything is free, as well as a store with 
precious merchandise. 


5. Lit. “He offers you treasures. You don’t have to pay. If you refuse them, you'll regret it 
someday.” [Another version of Salomon’s manuscripts has “Judgment day” translating 
akhere [< Ar. al-akhira, “the Hereafter”].] 


6. nar nabi: alt. trans.: “Muhammad's light”; “His light.” 
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The “four friends” (car iydr, Per. char yar) are the first four caliphs accord- 
ing to the Sunnis: Abu Bakr, Umar, Uthman, and Ali. In the opinion of 
Khoda Baks, the “four paths of worship” (car ydjan) are the four main Sufi 
orders of India: Chishtiyya, Qadiriyya, Suhrawardiyya, and Naqshbandiyya. 
Chishtiyya traces its line of succession back to Ali (Subhan 1960, 175), and 
Naqshbandiyya to Abu Bakr (Subhan [1960], 162 and 175), but Umar and 
Uthman are not, to my knowledge, traditionally regarded as the heads of 
any Sufi orders. In any case, to Lalan, each of the four paths leads in the 
wrong direction. Lalan-panthi fakirs consider themselves outside of the 
four main orders (car tariker baire).’ 

[Salomon’s manuscript is missing for this song. Sources for the origi- 
nal Bangla version include: M1, 10:6; M? no. 115; LG no. 2u1.] 


7. [See also Salomon’s detailed treatment of the “four imams of light” and their esoteric attri- 
butions in the annotations to “Ache adi makka ei manabdehe,” LG no. 295; 7.] 
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Ay havali amabati na mene 
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ay harali amabati na mene 
o tor hay na sabur ek-dine I 
ekete amabatir bar 

mati rase sarobar 
sadhu-guru baisnab tine 
uday se raser sane Il 


tui khotna casa bhai 
o tar jnan kichui nai 
amabasyay hal caliye 
kal hao kene Il 


ye jan rasik casa hay 

o se yog bujhe hal bay 
lalan phakir pay na phikir 
hapur hupur bhiii bone || 
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You cut your life short 
by not keeping Amavati.' 
You never have any patience. 


When it’s Amavati 

fields turn into lakes of nectar. 
Sadhus, gurus, and Vaisnavas— 
all three show up 

when the nectar flows. 


Brother, you're just a Muslim? farmer. 
You don't have a whit of sense. 

Why strike your own deathblow* 

and push the plow 

on the new moon day 

and the first day of the moon? 


A farmer who's a connoisseur® 
of nectar® 

plows when the time is right.’ 
But Lalan hasn't got a clue.8 
He just goes on sowing seeds 
helter-skelter.° 


1. Amavati is a nonstandard pronunciation of Ambubaci (also pronounced Ambavati in 
Shahidullah {19 68a], s.v. ambuvaci), a term given to the period of three days in the month of Asarh 
(June-July) when the sun is in Gemini and in the first quarter of the Ardra naksatra (constella- 
tion). At this time, according to Hindu belief, the earth menstruates and farming is forbidden. 


2. ras: see “Technical Terms” in the introduction. [This list of terms is absent from Salomon’s 
manuscripts but has been reconstructed from her annotations and appended to this 
publication.] 


3. khotna (Ar. khatna), lit. “circumcision.” Presumably, a Muslim farmer would not observe 
the Hindu custom of Amavati. 


4. kal hao: lit. “become like Yama.” 
5. Alt. trans.: “who knows the value” 


6. rasik, in other contexts rendered as “true lover,” is translated more literally here as “con- 
noisseur of nectar,” since the connection between ras and rasik is crucial for an understand- 
ing of the song. See “Technical Terms” [see note 2 above]. 


7. “When the time is right” translates yog as “conjunction.” 


m, 


8. pay na phikir. Alt. trans.: “doesn’t have the knack”; “hasn’t got the knack”; “can’t get the 
knack of it.” 


9. hapur hupur bhiti bone. 
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Amiavati (ambuvaci) is used as a metaphor for a woman’s menstrual period, 
and farming for sexual union. Since longevity is dependent upon preser- 
vation of semen, ejaculating is tantamount to cutting one’s “life short.” 
“Nectar” (ras) is a code word for menstrual blood. “Sadhus, gurus, and 
Vaisnavas” signify the blood on each of the first three days of a woman’s 
menstrual period (DKES 1995, 115n103), and the “plow” symbolizes the 
penis.” Although during Amavati farming is forbidden on all three days, 
according to this song, a sédhak should abstain from pushing “the plow,” 
i.e., from intercourse, on the first two days of menstruation, “the new 
moon day” (amdavasya) and “the first day of the moon” (pratipad). Those 
days are considered a time of lust when the danger of the sadhak “strik- 
ing his own deathblow,’—ejaculating—is high. Instead, other rituals such 
as maur-maurt karma (taking menstrual blood and semen orally) are per- 
formed. (See the annotations to “Dharo re adhar cadere adhare adhar diye” 
[LG no. 42; 72].) The “time is right” for plowing at the beginning of the 
third day, which is termed dvitiyar prathame, “the beginning of the second 
day of the moon,” when the creator is believed to appear at the triveni of the 
woman’s miiladhar and can be “caught” by the sédhak who through sexual 
intercourse attempts to draw it into his penis. As Lalan explains in “Tin 
diner tin marma jene” (“Know the Three Secrets of the Three Days” [LG 
no. 73; DKES 1995, no. 232): “The new moon day, the first, the start of the 
second—that’s the time. Poor Lalan asks: Who comes at that juncture?” 
“Sowing seeds helter skelter” also refers to seminal discharge. 

[Salomon’s manuscript is missing for this song. Sources for the original 
Bangla version include: DKES no. 103, LS vol. 2, no.431; LG no. 247} 


10. [Salomon’s manuscript contains the additional note: “Jha (1995, 335) states that sadhu 
guru vaisnav symbolize ras sédhana of three days, or three gunas, or three sattas.”] 
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without a bit of sense. E SoS Are ig 

Why strike your own deathblow® Oy vr fee. 
and push the plow ee ~) 3 

on the new moon day ©; ag 
and the first day of the moon? ial 

A farmer who knows the value S 

of the nectar? Y3%5 
plows when the time is right. 

But Lalan hasn't@ob)a clue 8 

He just goes on sowing seeds 


helter skelter.9 
(LG *247) 


3 


\Colioquial pronunciation of ambrbacs, a term given to the period of three days 
in the month of 4sa# (June-July) when the aun is in Gemini and in the first 
quarter of the Ardré sstgec¢re (constellation). At his time the earth is said to 
menstruate and farming is forbidden. 

2 res see “Technical Terms" in the introduction. 

sadape 

4jit.: along with the nectar. 

S thated nage 

5 £67 tao - lit. become like Yama. 

7 resid, in other contexts rendered as “true lover,” is tranalated here as one “who 
knows the value of the nectar, “since the connection between ras and rastk is 
crucial for an understanding of the song. See “Technical Terms’ in the 
introduction. Alt. trans. ‘who knows the power of the nectar” 

8 ogy nF paidir 

° sépur beper bus bore. Alt. trans.: like mad. 


Salomon’s MS for “Ay harali amabati na mene.” 


20 
Oi Fs GMAT CHR CBCET AA AB CONTEPCCT 


Ar ki asbe sei kele Sasi ei gokule 


BUA Fee SUAS CHE CHCA TA AEC HCA 
OA OCT ATC Pert fC Il 


ale al acct outa 
BAS ala of Slvstfey BACT II 


waa ah oa fa 
Ol AAMT AN 
SUAS AAMTAT SS SB CH DAT I 





RIA BIR CACET CRT AT 
SIG =| AR AT 
ORAS AA SAY BVA ARENT Ih 


ar ki asbe sei kele Sasi ei gokule 
tare cene na gokul-basi ki bhole | 


nanicora bale omani 
miarle tare nandarani 
aro nanarip apamani haile || 


anadir adi sei gobinde 
tare rakhal banay nande 
aro rakhalgan tar kadhe carile I 


harle cay pele ney na 
bhabajiber bhranti yay na 
taite lalan kay drsta hay na nar-lile | 
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Will the Black Moon! 

come to Gokul again? 
The residents of Gokul 
never recognized him. 

What delusion!” 


Nanda’s wife? called him “butterthief” 
and spanked him for nothing.* 

He was humiliated 

in other ways too. 


Nanda turned Govinda,” 
the Source of the Sourceless® 
into a cowherd. 

The other cowherds 

rode on his shoulders. 


What you lose, you want. 
What you get, you don't take. 
The people of this world 

keep making the same mistake. 
That’s why, Lalan says, 

they don't notice 

his play among men.” 


1. Alt. trans.: “Dark Moon.” 

2. Alt. trans.: “How deluded they were!” 

3. nandarant. 

4. Alt. trans.: “on the spot.” 

5. Govinda, “the Cowherd,” is an epithet of Krsna. 


6. “The Source of the Sourceless” translates anddir adi. Alt. trans.: “the Beginning of the 
Beginningless.” 


7. Published editions: In verse 2 LG has anddi adi for anddir adi; it also has the tatsama skan- 
dhe, whereas Mt has the tadbhava kande (spelled konde), and LSOLG the tadbhava kandhe. 


118 CITY OF MIRRORS 
Ar ki asbe sei keleSasi 

The song alludes to Krsna’s adventures in the village of Gokul as a young 
cowherd. None of the villagers, including his foster parents, the cowherd 
chief Nanda, or his wife Yasoda, realized Krsna’s divinity. The name “but- 
terthief” refers to Krsna’s penchant for stealing butter from the gopis, for 
which his foster mother beat him as if he were an ordinary boy (see also 
Lalan’s song “Ar amare m§aris ne ma,” [LG no. 349]). Lalan says that the 
people of this world keep making the same mistake as the villagers of 
Gokul did; they fail to see that the divine is immanent in man. 

The paradoxical epithet “the Source of the Sourceless” expresses the 
absoluteness of Krsna, though brahman, the supreme reality, is unborn 
and therefore has no beginning or source. Krsna as the ultimate supreme 
reality is the beginning or source of brahman. 


Exemplar: M no. 248 
Gr ki asbe sei kele Sasi ei gokule | 
tare cene na gokulbast ki bhole || 


nanicora bale omni marle tare nandarani | 
Gro nanariip apamani haile || 


anddir adi sei gobinde tare rakhal bandy nande | 
Gro rakhalgan taro konde (i.e., kade) carile || 


harle cay pele ney' na bhabajiber bhranto yay na | 
taite lalan kay dista hay na narnile | 


[Salomon’s manuscript is missing for this song. Sources for the original 
Bangla version include: LG no. 352; M1 no. 248.] 


1. Manuscript has nae. 


a eo 
Le 35693 MI Ms (Fog) ete 
SELANO QeQee Li wok umd 
LSOLG@ aye oa ea oe 
Lone Fes Orrsa ee Gawerratr a2 Coa | 
OE ER tt Ergmostr TS OA! 
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Salomon’s MS for “Ar ki asbe sei kele Sagi ei gokule.” 
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Ole are BICC 
Aleph lam mimete 


Brice atrsy FACIES 
C aonnac eo feral 


Beers St fe fest ates af 
ANCA RII AB ACA 
8 OA AB Te BI AAT GIS 
Bla WIT WARTS Il 


Fatal ATT SNCZ Wiel AT 


BUCeTRE FIT HBC 


Qa ERs TBA FA 
at atte Gfates I 


Saat fer ¢  ACATA SIC 
BHI Pa AROS 
wed fa Ae HAS NY 


Ql FAC I 


aleph lam mimete 

koran tamam sodh likheche 1 
aleph allaji mim mane nabi 
lamer hay dui mane 

o tar ek mane hay Saray pracar 
ar mane m§araphate || 


daramiyane lam ache dane bam 
aleph mim duijane 

yeman gach bij ankur ei mato ghur 
na pari bujhite I 

isara likhan koraner mane 

hisab karo dehete 

tabe pabi lalan sab anvesan 

ghuris ne ghur-pathe || 
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In alif, lam, and mim'— 
the Qur'an has said it all. 


Alif is for Allah, 

mim stands for Muhammad, 
but lam has two meanings. 
Shart‘a teaches one, 

and ma‘rifa the other.” 


Lam is in the middle 

and on its right and left 

are the two letters alif and mim, 
like tree, seed, and sprout. 

I can't figure this puzzle out. 


The Qur'an only hints at the meaning. 
The body holds the clue. 

You'll find all yow’re looking for, Lalan, 
but don’t take the roundabout route. 


1. [“Aleph,” “lam,” and “mim” (or archaically “mim”) are direct transliterations of their Bengali 
spellings as used in Lalan Fakir’s songs. In Arabic, these are commonly transliterated “alif,” 
“lam,” and “mim,” which are the spellings used in Carol Salomon’s translation of this song.] 


2. O tar ek mane hay Saray pracar, dr mane maraphate. Alt. trans.: “The orthodox preach one, 
and the mystics the other; Islamic law teaches one, and mysticism the other.” 


3. Emendations to T [Via]: In verse 1 and 3 mane is a scribal error for mane. LG has nam for 
lam throughout. In verse 2 for LG jani reads dane ar bam. 


122 CITY OF MIRRORS 
Aleph lam mimete 


Twenty-nine suras of the Qur'an are headed by a letter or group of letters 
called mugatta‘at, “abbreviated letters.” Their significance is obscure, and 
they have long been a source of mystic speculation, receiving many dif 
ferent interpretations. Among these mysterious letters is the group dleph, 
lam, and mim, which appears at the beginning of six suras (2 and 3, and 
29-32). In this song Lalan gives the standard equivalents of Allah for dleph 
and Muhammad for mim but does not explain what he calls the shari‘a and 
ma ‘Tifa (i.e., exoteric and esoteric) interpretations of the lam. The letter has 
commonly been interpreted as representing the angel Gabriel, who, act- 
ing as mediator between God and the Prophet, revealed the Qur'an to him 
(Schimmel 1985, 18). Whether this is the exoteric interpretation Lalan had 
in mind is not possible to determine. 

As for the esoteric interpretation, the only hint Lalan gives is that “the 
body holds the clue’—the letters have dehatattva significance. According 
to Khoda Baks, the shapes of the [Arabic] letters provide the key to under- 
standing their physical symbolism: dleph, a vertical line, signifies the male 
sex organ; lam, curved at the bottom, represents the female sex organ; 
and mim, made up of a head and a tail, is a fetus. The song “Diner sar- 
dar nabiji amar” (The leader of the faith, my Prophet) by Phulbas clearly 
describes the dleph as a linga, corroborating Khoda Baks’s interpretation 
at least of this letter (see Salomon 1991, 285). Interpreted in this way, the 
song expresses the message found in so many of Lalan’s songs that by 
knowing the mystery of creation in the microcosm of the body, one can 
know the mystery of the creation of the universe. 

A comparison of the song under discussion and another song Lalan 
composed on the same subject, “Aleph, lam, mim ahad nuri” (Alif, 1am, 
mim—the light of the One),* with the strikingly similar group of songs 
by him about the acin manus “unknown person” points to another pos- 
sible dehatattva interpretation of the lam that complements Khoda Baks’s 
explanation. Both groups of songs challenge the audience to figure out the 
enigma presented in the song; in the former group it is the significance of 
the lam, and in the latter group the identity of the acin manus. Just as the 
lam is positioned between the aleph (Allah) and the mim (Muhammad), so 
the “unknown person” is described as ranking “below Khoda” but “above 


4. [‘Aleph lam mim ahad nur?’ also has an oral variant favored by the late Sadhu Humayon 
Fakir in Narsimdi, Bangladesh. In this variant the first line instead reads “aleph he dal ahad 
nuri.”| 
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the Prophet” (“Ache din duniyar acin manus ekjana,” LG no. 90 [9]). Just 
as the acin manus is identified with the Sakti, it is reasonable to suppose 
that the lam also has that significance. Karim Shah’s interpretation of the 
lam in the song on dleph lam mim that has not been translated here [“Aleph, 
lam, mim ahad nur?” mentioned above] supports this hypothesis. The 
song has an additional enigmatic piece of information about the lam: “No 
one figured out the meaning of the lam and so the dot was stolen.” The 
dot (Ar. nuktd) is placed above or below a letter to distinguish it from other 
letters. Lam, however, has no nukta. According to Karim Shah, nukta is a 
pun; it is a synonym of bindu, “point” which also means semen. Failure to 
recognize the true nature of the lam, that is, the acin manus, whom Karim 
Shah says is a part of the Prakrti (prakrtir ansa), results in loss of semen. 
Only by knowing the woman’s cycle and performing sadhand at the right 
time will the adept be able to control his semen and catch the Uncatchable. 


Exemplar: V’b, no. 1 (note that I have changed the siglum from T? to V'a). 
Also in V?, no. 284. Oral version: KhB. 


Aleph lam mimete 
koran tamam Ssodh likheche || 


aleph allaji mim mane nabi, lamer hay dui mane 
o tar ek mane hay Saray pracar Gr mane maraphate || 


darmiydane lam ache dani bam aleph mim dujane 
Jaman gach bic ankur' ei mato ghur na pari bujhite || 


iséra likhan koranere man? hisab karo dehete 
tabe pabi lalan sab anvesan ghuris ne ghur pake? || 


[Sources for the original Bangla version include: Salomon’s manuscript; 
V2: 59, no. 11; LPhKK, 247; LSOLG vol. 2 no. 1; LG no. 278; DKES no. 284.] 


1. V'b has ankus, which is obviously a scribal error. 
2. V'b has kordneri man. Emendation based on V? and KhB, who give the same reading. 


3. V* has pathe. Either reading makes sense in the context. It is possible that Lalan sang the 
song both ways. 
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BAI STR GOT APS APT OT GraticeT 


Ahiade ahamad ese nabi nam se janale 


BRIA SNM AH 
ae ATT OF GATT | 
Cl OCT Hla Y 
CHOTC Ae afer I 


BRIM ACT HASTA 
BURNT AT CHS LATA 
By Wao 
ATA CBA CB BC I 


alfa aca WiC BT 
OfPw Ab US CAT AI 


~% Vie Shor Sr 
Yay AHA 


BRM ACT PT A STB 

Waa Het eat HR 

afer He ACH OCS CPT TNR 
BETA SK ACT I 


ahade ahamad ese 

nabi nam se jandle | 
ye tane karilo srsti 

se tan kothay rakhile Il 


ahad name paraoyar 
ahamad nam sei ebar 
janma mrtyu hay yadi tar 
Sarar ain kai cale |I 


nabi yare manite hay 
ucit bate tai jene lay 
purus ki prakrtir kay 
srstir srjjan kale | 


ahad name kena re bhai 

m§anab 1ila karen sai 

phakir lalan bale tabe keena yai 
adekha bhabuk dale || 
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Ahad came as Ahmad 

and spread the Prophet’s name. 
But where did he leave the body 
in which he created the world? 


Our Protector, whose name is Ahad, 
once took the name Ahmad. 

But if Ahmad was born and died, 
how does the shari‘a rule apply? 


You have to revere the Prophet, 
and that’s why you need to learn: 
At the time of the creation 

did he have the body of a woman 
oraman? 


Brother, why did the Lord 

who goes by the name Ahad! 
play on earth as a man? 
Lalan says, And why did I join 
the crowd of blind lovers?? 


1. See note 2 for a suggested emendation to the phrase “go by the name Ahmad.” 


2. Emendations: C3 is the exemplar for this song. Of the published versions of the song 
cited above, that of LG most closely resembles the text of C3. Verses 1 and 2 in C3 and LG are 
interchanged in LSOLG and in the oral version sung by Khorshed Shah. (Variants are cited 
according to the verse order of C3 and LG.) In the refrain C3 has nam se jandle, whereas LG 
and the oral version by Khorshed Shah have nam tar jandle and LSOLG has namti jandle. In 
verse 2, line 2, C3 and LG have cine ney, whereas LSOLG and Khorshed Shah have jene lay. 
Both variants have the same meaning, but the latter is preferable in terms of the rhyme. 
Khorshed Shah adds nabi to the beginning of line 3. Emendations to the exemplar: In the 
refrain for ye tane C3 has ye stone. In the first line of verse 1, C3 has mane for name. In the 
first line of verse 2 C3 has balite for manite. Emendations to published editions: In verse 1 line 
2 LG misreads tai as bhai and in line 3 kay as kar. In verse 2 line 2 LSOLG has rip for nam 
and abdr for ebar. In verse 3 LSOLG has nabi whereas all the other versions have ahad. Either 
a word meaning prophet such as nabi or a name of the Prophet such as ahamad seems to 
make better sense in the context than ahad. However, none of the versions I have collected 
have dhamad as a variant. 


126 CITY OF MIRRORS 
Ahade ahamad ese nabi nam se janale 


“Ahad (< Ar. ahad ‘the One’) came as Ahmad and spread the Prophet's 
name” is yet another expression of the identity of Allah and Muhammad 
(see the annotations to “Rasulke cinile pare khoda cena yay” [LG no. 261; 
121]). The Bauls hold the common Sufi belief that all existence came into 
being from Muhammad’s light (see Pafija Sah, “Jante hay nabijir bena,” in 
Sariph [1973], 222, no. 4): “From the light of Allah the Prophet was born 
and from the light of the Prophet, the whole world.” The Prophet is thus 
regarded as the material cause of creation. As Lalan says elsewhere (“Nabir 
ange jagat payda hay,” LG no. 271[77]): “The world came from the Prophet’s 
body.” Some Baul songs, however, suggest that the Prophet rather than 
God himself does the actual work of creation (see Duddu Shah, “Kudrat 
ajam sai mere,” in Jahangir 1964, no. 173): “The Protector was pleased and 
commanded the Prophet: ‘Lift up your head, my beloved. I am putting you 
in charge of creation.’” According to Khoda Baks, Ahmad left “the body in 
which he created the world” on the heavenly throne (Ar. ‘arsh). Similarly, 
the eighteenth-century century Bengali poet Hayat Mahmud says that 
Muhammad concealed in the ‘arsh became manifest when he was born 
to Abdullah (Roy 1983, 98). And the Baul poet Kalu Shah (“Car yoge nabi 
amar khela ye kare” in Asgar [1991], no. 21) says that the Prophet “left his 
body in the sky but spread his shadow over the earth.” 

In this song, as in several others (e.g., “Aparer kandar nabiji amar” 
[4] and “Nigurh prem kathati tai aj ami,” LG no. 244), Lalan asks what 
seems to be a strange question in regard to the Prophet: “At the time of 
the creation did he have the body of a woman or a man?” The Bauls, how- 
ever, view creation from a tantric yogic perspective, which requires two 
principles, male and female. Muhammad as the material cause of creation 
is regarded as the Prakrti or Sakti, the active female principle in relation 
to Allah, the passive male principle (see Gopal, “Manus cine dharbi,” in 
Sariph 1973, 107, no. 15): drasete purusbari prakrti muhammad nari, dui deha 
ek dtma dhari ddam hay srjan, “On the throne is the male Creator and the 
light of Muhammad is the female. Two bodies took one soul and thus 
Adam was created.” (It is interesting to note that Ibn ‘Arabi equates cre- 
ativity with the female; Schimmel (1975, 272) says that to Ibn ‘Arabi “even 
Adam is, so to speak, ‘female,’ since Eve was born from him.”) 

Lalan says that the fact that “Ahmad was born and died” seems to con- 
tradict “the shari‘a rule” (Sardr din). In Khoda Baks’s opinion, this alludes 
to the dictum that the Prophet Muhammad is “the life of the prophets” 
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(hayatul murasdlin)—that is, that he is the preexistent source of all pro- 
phetic activity who lives eternally. (In his song “Rachul rachul bale daki” 
[LS no. 8] Lalan ascribes the phrase to the Qur’an to lend it authority, 
although it does not actually occur there.) This paradox is resolved by pos- 
tulating two forms of the Prophet, the pre-eternal light of Muhammad 
and the historical Muhammad. (See the annotations to “Nabi na cinle kise 
khodar bhed pay” [LG no. 206; 76].) 

The Lord played “on earth as a man” due to his desire to manifest him- 
self in order to be known and loved. A “blind lover” is someone who can- 
not see the divine with the eye of intuitive knowledge (jfdn-caksu) and 
therefore is only capable of blindly following the laws of the shari‘a. 

[Sources for the original Bangla version: Salomon’s manuscript; 
C} no. 158; LG no. 282; LSOLG vol. 1 no. 33; LS vol. 2, no. 3'78.] 


G 
23 


CAC TA BIR CHA A GIS Cofes coterie 3 
Uparodhe kaj dekho re bhai dhéki gelar mato 


BAC TH PKA CHA CA IR 
cof Clea ICI 

StH AU AT CVT 

Tel ROS BI CT RW I 


WaT WS Aer az 

Vt Slew Gory AIT 
Aa ACA CAA TO 
Bala ANA Ce Coes caret 
DING HZ ANAC Il 


yfos OT TT OMT 
CA CaO aT 
CAPS Sper Ce ONT AT 
WAT US AR ACCT fe BA 
Bel Heal *T +1 I 


SA ACT At ACT BIB 
FPP SF FOR 
U6 F&F UA A 
HoT Aca SCT MTA 
cH eT aa fe ie 


uparodhe kaj dekho re bhai 
dhéki gelar mato | 

ore yay na gela 

gala phere hay se hato || 


manta yate raji hay 

pranta tate apani yay 
pathar dekhe solar mato 
abar begar thela dhéki gela 
takasale sai nai to Il 


mucir cam ketote ganga ma 
kon gune yay dekh na 

keu phul dile pay na to 
man yate nay pijle ki hay 
phul diye sata Sata Il 


yar mane ya lage bhai 
karuk karuk karuk tai 
tar gol kena ar eto 
lalan bale lathiye pakay 
se phal hay li mitho I 
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Look brother! 

Being forced to work 

is like swallowing a husking machine— 
It doesw't go down. 

It tears open your throat. 

You end up dead. 


What the mind agrees to, 

the heart goes along with. 

A rock can seem light as cork. 

But forced labor 

is like swallowing a husking machine. 
In the mint you can't pull it off.? 


Think why the Goddess Ganges 
went to the shoemaker’s hide flask. 
Nobody gets a blessing like this 
Just by offering flowers. 

What good is worshiping 

with hundreds of flowers 

if your heart’s not in it? 


Whatever a man desires 

let him do it, let him do it, 

let him do it. 

What's all the fuss? 

Lalan asks, Does a fruit taste sweet 
that’s kicked till it’s ripe?? 


1. takasale sai nai to: lit. “It isn’t tolerated in the mint.” Alt. trans.: “In the mint it doesn’t pay 
off.” For the esoteric significance of “mint” see the annotations. 


2. Mitra misreads uparede (dialectal for uparodhe) as upabede. 
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Uparodhe kaj dekho re bhai dhéki gelar mato 


The first sentence of the refrain uparodhe kaj dekho re bhai dhéki gelar mato, 
which recurs in slightly different form in the first verse, is a variant of the 
Bengali proverb uparodhe dheki gela, lit. “Swallowing a husking machine 
to comply with a request.” The proverb expresses the difficulty of doing 
something against one’s will. 

The esoteric meaning of the song is hinted at in the last line of the sec- 
ond verse. The “mint” signifies the vagina; see also LG no. 173 [“Jani man 
premer premi kaje pele”]: ghuskijari prem-taksale, “whoring in the mint of 
love”; BBOBG no. 197 [“Maneri lenti éte karo re phakiri’ 
lalan bhére taksale caturi, “Lalan, you fool, clever tricks don’t work in the 
mint”; and Jha [1995] no. 96/98 [“Kon pathe jabi man thik halo na”): karo 
laphalaphi sar kaje sanakar (i.e., siinyakar, not svarnakar as Jha interprets 


100]: khatbe na 


the word) takasale paribe pabe jana, “You make cavorting around your 
focus. But your work is bogus. You'll be found out when you fall (ejaculate) 
in the mint (vagina).” The implication is that forced labor, meaning forced 
sex, is not the genuine article and has no place in the mint, meaning the 
vagina, for a sadhu who wishes to control his semen and be successful at 
sadhana (cf. Jha [1995], song no. 353 by Riipoi: se ghate jor khate na, “At that 
ghat force doesn’t work’). It is interesting to note that the Kartabhajas refer 
to the symbolic language of their songs as tydksdla bol “language of the 
mint” (Chakravarti 1985, 367). 

Although this song does not mention the name of the shoemaker 
(muci), two other songs by Lalan, “Bhakter dvare bandha ache sai,” “The 
Lord is bound (to his devotee) by devotion,” (T: 61, 12; Mitra, 143; LG no. 53), 
which praises the shoemaker for his bhakti, and “Apan maner gune sakali 
hay,” “Everything depends on the quality of your mind,”(BBOBG no. 101 
[LG no. 55]), which, like the song under discussion, contains an allusion to 
a story about the shoemaker and the River Goddess Ganges, refer to him as 
Ramdas. According to Khoda Baks’s telling of the legend, Ramdas wished 
to go ona pilgrimage to the Ganges River but was too poor to do so. Instead 
he placed a flower in a leather flask filled with water that he used for his 
work. The Goddess Ganges herself put out her hand and took the flower. 

The Ramdas described by Lalan seems to be the fifteenth-century Hindi 
Sant poet Ravi (Rai) Das, who is second only to Kabir in fame. (Note that 
in the two songs by Lalan that give the shoemaker’s name, the verse con- 
cerning Ramdas follows a verse praising Kabir.) Ravi Das was an untouch- 
able camar, a leatherworker or shoemaker, and is renowned for his intense 
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bhakti. A legend related by Hawley in Songs of the Saints of India (1988, 55) 
connects Ravi Das with the Goddess Ganges: The goddess helped Ravi Das 
prove to a group of Brahmans that he had as much right to preach as they 
did. The piece of wood that the Brahmans threw into the Ganges River 
sank, whereas the stone that Ravi Das threw in floated. 

It is tempting to connect the line in the song under discussion “A rock 
can seem light as cork” with the stone that Ravi Das threw into the Ganges. 
However, the legend concerning the shoemaker and the goddess is not 
given in enough detail in Lalan’s songs to determine whether the two tales 
are different versions of the same legend or whether Khoda Baks’s telling 
of it is actually the legend Lalan had in mind. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: 56, no. 106; Mitra, 257; LG no. 447; LS no. 580.] 


Exemplar: V'b no. 106 (not extant in M; not in J) 


uparede' kaj dekho re bhai dheki gelar mato / 

o re ta yay na geld ola gala phere hay se hato // 
manta yate raji hay 

pranta tate apni yay 

pathar dekhe solar mato / 

abar begar thela dheki gela 

takaséale say nai to // 


mucir cam ketote ganga ma 
kon gune yay dekh na 

keu phul dileo pay na to/ 
man yate nay pujle ki hay 
phul diye Sato Sato // 

yar mane ya lage bhai 
karuk karuk karuk tai 

tar gol kene Gr eto / 

lalan bale natie? pakay 

se phal ki hay mitho // 


1. For uparodhe; Mitra misreads uparede (dialectal for uparodhe) as upabede. 


2. for lathie. 
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4 fe alas afa Saat Gif 


E kt Gin nahi karlo jari 


O fee OBA ale Seer ifs e ki ain nabi karlo jari 

ATR Wat AMS pache mara yai 

BUST He Sat SHS I ain sadh bhasa bhari | 

“feels Us WPS SAT Sariyat ar maraphat aday 

Ais OR ABA PTT nabir dine ei dui hukum saday 
“aT Aga faerie MIPS sara nabuyat bilayet maraphat 
BAC BF A TSH II jante hay re gabhiri || 

ARCS Beret faery nabuyate adekha dhiyan 
factcaoe tose fatty bilayete riper-o nisan 

AS Ae hes Il Bis Me ST TAT najar ek dik yay ar dik andhar hay 
We ct fee of Bee SE II dui ripe kiraip thik kari | 


AIC HAC AT CTA IT 

J MIPS OF DIF SCY Ole 

wae 8 Qter @ fee HS COPCAT 
areata fees i 


Sarake sarapos lekha yay 

bastu maraphat se dhaka ache tay 

sarapos thui tule o ki dii phele 
lalan bastu bhikhari 1I 
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What kind of law 

did the Prophet preach? 
It will kill me in the end. 
Its high-flown language 
is so hard to understand. 


Shari‘a and ma ‘rifa— 
always two doctrines? 

to the Prophet’s law. 

Shari‘a is the prophet’s way, 
Ma ‘rifa, the saint’s. 

A subject like this 

you've got to know in depth.? 


The prophet’s way 

you take on blind faith.* 

The saint’s way reveals 

the emblem of his shape.’ 

I look in one direction; 

the other grows dark. 

How can I handle them both?° 


sharv‘a is a cover,” 

so it’s written; 

ma ‘rifa is the stuff® 

that is hidden. 

Do I save the cover 

or throw it out? 

It’s the stuff Lalan craves.” 


1. Sariyat: “Islamic law” [<Ar. shari‘a]; maéraphat: “mystic knowledge” [<Ar. ma ‘rifa]. 

2. hukum: alt. trans.: “tenets”; “precepts.” 

3. Alt. trans.: “This subject you've got to know in depth”; “This you have to know in depth.” 
4. nabuyatfe] adekha dhiyan: lit. “The prophet’s way is unseeing meditation.” 

5. riper-o nisan: alt. trans.: “banner”; “sign.” 

6. Alt. trans.: “How can I manage them both?” 

7. Alt. trans.: “lid.” 


8. bastu: “substance.” 


g. Lit. “Lalan is a beggar for the stuff.” 


134 CITY OF MIRRORS 
E ki ain nabi karlo jari 

Lalan characterizes Shari‘a as belonging to the prophet’s way because the 
prophets taught what is za@hir—the blind formalities of canonical religion 
open to all. In contrast, Ma‘rifa belongs to the saint’s way because it repre- 
sents what is batin—the secret doctrines that are not accessible to everyone 
and that lead to a revelation of the divine. Lalan rejects Shari‘a, comparing 
it to a “cover” that is dispensable in favor of Ma‘rifa which is the “stuff” 
(bastu) of true value. (Note that bastu is in other contexts a technical term 
referring to semen and menstrual blood, the two divine essences.) 


[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 208; DKES no. 6; LSOLG vol. 1, no. 41.] 
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4 fe apriftt 2 


E ki Gsamani cor 


a fe artic 2 
8 Old BAT MS PT AR! 
Cee CTT I 


RA OS BAYS C 
Waretey Siesta afACA 

CHR Ray GANT 
Bua aC faa 
Qty UIC TANT A Il 


AEARAD * ORAT 
WIICR CA BAT ACE 
* ¢ WMA Mea 
Aca Al TAIT Il 


Wel AW vac at 
anf fac at 
BUR SUS HAZ 

WR AMT Me SIRS RCT 
at aca wratfel amet 


e ki dsamani cor 

bhaber Sahar lutche saday 
o tar sa yaoya keeman raha 
ke dekhecho balo amay || 


Sahar bere ayut dore 
majhkhane bhaber mandire 

sei nigam jaygay 

o tar paban dvare cauki phere re 
zeman ghare cor ase yay Il 


ek Sahare cabbis jela 
dagche re kaman dubela 
baliye jay jay 

dhanya core e ghat mare re 
rakhe na se kaharo bhay II 


man-buddhir agocar cora 
balle ki pratyabi tora 

aj amar kathay 

sai lalan bale bhabuk hale 
dhakka lage tahari gay I 
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What kind of thief is this— 

who comes from the sky 

and keeps looting the city of love? 
What route does he take? 

Tell me, has anyone seen him? 


Fathomless water surrounds the city. 
In a remote corner in the city’s center 
is a temple of love with gates of wind. 
Watchmen! guard these gates, 

but still the thief sneaks in. 


In this one city alone 

there are twenty-four districts. 
Canons are fired day and night 
to shouts of victory.’ 

But that blessed thief 

goes and robs the temple, 
fearing nobody. 


The thief is beyond 

the reach of the mind. 

You won't believe 

what I’m going to say. 

Lalan Sai says, if you’re a true lover, 
you might bump into him.? 4 


1. This could also be translated as “a watchman,” since singular and plural with general refer- 
ence are not distinguished in Bengali. 


2. dagche [re] kaman dubela: lit. “Cannons are fired twice a day.” 


3. bhabuk hole corer dhakka lage tahari gay: It is not possible to tell from the Bengali whether 
the agent of the sentence is the thief or the true lover. However, it is most probably the true 
lover, since the thief tries to avoid contact. [The Bengali version chosen for this publication 
omits the word “corer” (see Emendations below).] 


4. Emendations to the exemplar: M is the exemplar for this song. Verse 1: M has aghat, which 
is probably a dialectal variant of agadh. (Aghat is given for agadh also in M’s transcription of 
Lalan’s famous “Ami ekdin na dekhilam tare,” LG no. 18 [14].) LG and BBOBG have ayut, 
and LSOLG has agadh. Verse 2: BBOBG has sdre cabbis jela for cabbis jela. Although this 
reading is consistent with Baul doctrine (see the annotations), it makes the line hypermetric. 
M has ghar, whereas LG, BBOBG, and LSOLG have ghat. Ghar seems to be more consistent 
with the imagery of the preceding verse than ghat, which introduces a new image. M has 
dore, as does LG and LSOLG. BBOBG, however, has duydire. It is clear that dore < Pers. darya, 


138 CITY OF MIRRORS 
E ki asamani cor 


This is one of several songs that Lalan composed on the theme of the sahaj 
manus as thief, including: “Sahare sola jan bombete” [LG no. 20; 126], 
“Laglo dhtum premer thanate” [BBOBG no. 108], “Dharo cor haoyar ghare 


Ay? 


phad pete” [LG no. 49; 73], “Rammahale sid kate saday” [LG no. 35; 120], 
“Man ki tui beruya bangal jfian-chara” [LG no. 428; 98], and “Se lila bujhbi 
ksepa keman kare” [BBOBG no. 124]. See, in particular, the annotations 
to “Rammahale ...” 

The “sky” is the sahasrar-cakra, the abode of the sahaj manus. The “city 
of love” (bhaber sahar) is the microcosmic body, and the “temple of love” 
(bhaber mandire), like the “palace” in “Rangmahale ... ,” refers to the 
trivent in the miladhar-cakra, where the sahaj manus becomes manifest; 
it symbolizes the center of the universe and the starting point of cre- 
ation, as well as the center of the self. It may seem contradictory that 
the “temple” is in the “city’s center,” yet “in a remote corner” (nigum 
jaygay; lit. “an inaccessible” or “hidden place”), but as Eliade points out 
(1969, 380): “The thing that symbolizes absolute reality, sacred power, 
and immortality is hard of access. Symbols of this sort are situated in 
a ‘centre’; in other words, they are closely guarded and to get to them is 
equivalent to an initiation, a ‘heroic’ or ‘mystical’ conquest of immortal- 
ity.” The “gates of wind” refers to the practice of breath control. It also 
may signify the nostrils or the brahmadvar, the opening to the susumnda; 
it is through this middle channel that the sédhak must make his breath 
flow if he is to succeed in sadhana. The “watchmen” probably signify the 
mind. As previously mentioned, control of breath and mind is the means 
to control semen and “catch the thief.” The fact that the thief was able to 
get through the “gates of wind” and rob the “temple” probably means that 
the sadhak was not able to maintain concentration and attain mastery of 
breath control practices. The number twenty-four, or more commonly 
“twenty-four and a half” (see Lalan’s song “Manus dharo nehare,” LG 
no. 31), stands for the number of moons in the body: the nails of the 
hands and feet, the cheeks, the mouth, and the tongue, with the fore- 
head constituting the half moon. According to Khoda Baks, kamdan, “can- 
non,” is a pun on kam, “lust.” “Robbing the temple,” like such images as 


“sea” was confused with dor < Skt. dvara, “door” and was then changed to the related word 
duyar. Verse 3: M has corer dhakka lage, whereas LG, LSOLG, and BBOBG all omit corer, 
which makes the line hypermetric. 
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“looting the storeroom,” is a metaphor for the ejaculation of semen. Only 
the “true lover” (bhabuk) “bumps into the thief,” that is, has a chance to 
“catch” him. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; M1 no. 200; LG no. 103; LSOLG vol. 1, no. 236; BBOBG no. 191.] 
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46 Ft OF 


E gokule Syamer preme 


40 Fa GA Ww 
CRT AT TRACY PA 

BIC HAT AHO ACT AT 
BNR GT RAST I 


BOS A 

LTT HAT A BCA 

at Al CAR ta ACA 
THe 90H ACR BTS I 


OCT WET ART AUT 

C ta BQ WS! BSAA 
LTT AS SK AGA AUT 
WH BI CT CHR ASAT I 


BRT ae Ree 
Co feb wale Sev cet 


Ae UIT PBS CACC 
C wor facs ors we ¢ FAI 


e gokule syamer preme 
keba na majeche sakhi 
karo katha keu bale na 
ami eka hai kalanki || 
anekete prem kare 
zeman dasa ghate kare 
gafjana dey ghare pare 
Syamer pade diye akhi |I 


tale tale gaja khay 

loker kache sati kaolay 
zeman sat anek paoya yay 
sadar hay ye sei pataki || 


anuragi rasik hale 

se ki daray kulasile 

lalan beray phukci khele 
ghomta diye cay ar cokhi I 
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My friend, 

who in this town of Gokul 

is not in love with Syam?! 
No one talks about the others. 
Only my name they smear. 


Plenty of women have affairs, 

but who suffers like I do? 

My family and friends condemn me, 
while they keep their eyes glued 

to Syam’s feet. 


Eating sugar candy on the sly, 

they proclaim their chastity to all— 
Honest women like these 

are easy to find. 

Yet a woman who goes public 

is branded a sinner. 


A true lover doesn’t fear 

to lose her family honor. 

But Lalan just slinks around, 
casting furtive glances 
through a veil. 3 


1. Syam [Shyam]: epithet of Krsna. 
2. Lit. “Lalan wanders around taking peeks, casting furtive glances through a veil.” 


3. Emendations to the exemplar: Verse 2: J' reads gaja, LG has gaja, and LSOLG goja. In KhB’s 
transcription of J’ (J*) gaja is replaced by goja. An oral version of the song that I recorded also 
has goja. The LG reading gaja “ganja” does not make much sense in the context. Js reading 
gaja may be a mistake for goja (the ekaér may have been omitted due to scribal error) or may 
be a dialectal variant of gaja, as the omission of the nasal is a typical feature of East Bengal 
dialects. Goja seems to be the lectio difficilior, but its meaning here is obscure. I have tenta- 
tively taken it in the sense of gaja “a kind of sweet” (perhaps influenced by the Hindi gojha), 
used in this context as a sexual metaphor. J! and LG read balay. LSOLG has kalay, and the 
oral version has kaolay, as does J’; kalay, or its variant kaolay, a dialectal word meaning “to 
proclaim,” “to publicize” (< Arabic qawl and not qabil as Talib suggests; see Shahidullah 
1968{a], s.v. kaléno) is clearly the correct reading; J' has dar instead of sadar occurring in LG, 
LSOLG and the oral version. Verse 3: J' reads phukchi, and LSOLG has a variant this word, 
phukci. According to Shahidullah 1968{a], def. 2, phukci means “a peek,” “a furtive glance” in 
Pabna dialect, which is basically the same as that of Kushtia. 
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E gokule syamer preme 


This is one of Lalan’s many songs on the theme of the lila of Radha and 
Krsna, here called by his epithet Syam, which, like Krsna, means “dark” 
or “black.” Radha, who is the song’s narrator, was a married woman, the 
wife of Krsna’s uncle Abhimanyu (Ayan), when she fell in love with Krsna. 
According to Bengali Vaisnava belief, the love of a married woman for her 
lover (parakiya prem) is the highest form of love, as the feeling of viraha 
(the pain of separation), which is the measure of the depth of love, is most 
intense in it (Dimock 1966, 21). 

In the signature line of the song, Lalan takes the persona of a woman 
who does not have the courage to proclaim her love. (Other songs in 
which Lalan adopts a woman’s role are “If only I could get Gaucid” (“Yadi 
gaurcadke pai,” LG no. 326 [109]) and “Mind, how much longer will you 
stay at home?” (“Kuler bou haye man 4r kato dine,” LG no. 14 [45].) It was 
a common convention in Bengali Vaisnava poetry, known as sakhibhava, 
for the poet to take the part of a woman, particularly of one of Radha’s 
friends. Bengali Vaisnavas believe that since Krsna is the sole male in the 
universe, the devotee should consider himself a woman in relation to him. 
On the Tantric notion of “becoming a woman,” see the annotations to 
“It's a strange show—the fakir ways of the Sada Sohagi saints” [“Ajab ran 
phakiri sida sohagini sai,” LG no. 443; 13] and also “Ambrosial Waters” 
[“Amrta bari,” LG no. 187]. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; J! no. 199; LG no. 364; LSOLG vol. 2, no. 106; LS vol. 1, no. 244.] 
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I ACES AR Yt A 

E, desete et sukh halo 
I AATES 28 Yl AA e degete ei sukh halo 
SSC A AMAA Shey abar kotha yai na jani | 
CATHY AE SVC BT peyechi ek bhana nauka 
BAT CMT CATS AFT I janam gelo checte pani || 
Bla A SU CH ST ATTA kar ba ami ke ba amar 

a fd a8 wis prapta-bastu thik nai tar 

CaM CHC TO BA baidik meghe ghor andhakar 
Bua BF at Mersify uday hay na dinamani Il 
alls fee a a8 AAS GI ar ki re ei papir bhagye 
Wale 6 Cast Mal RCT dayal cader daya habe 
BoM AB RAC ACS katadin ei hale yabe 
ae naa Gals I bahiye papir tarani || 
SC Fhe a8 OA kar dos dibo ei bhubane 
Sh Re OST CT hin hayechi bhajan gune 
eT ICet OMA lalan bale katadine 


ATS H Ba DAT RUA I pabo sair caran dukhani Il 
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So this is the happiness I find here, 
and yet I don't know where else to go.' 
I got a broken-down boat 

and spent my life bailing water. 


Who is mine and whose am I? 
I set no store by my heritage.? 
Vedic clouds blacken the sky.? 
The jewel of day doesn’t rise. 


Will this sinner be so lucky? 

Will the merciful moon have mercy on me? 
How much longer* must I go on this way, 
rowing my boat of sin? 


Whom in the world can I blame? 
My worship fell far short. 

Lalan says, How long before 

I get to the feet of my Lord? 


1. The line could also be translated, “and I don’t know where I’m going to.” 


2. praptabastu thik nai tar: The term [prapta-bastu] has the same esoteric meaning as 
paitrk-dhan in BBOBG no. 25 (“Man amar 4j parli phere,” 94). See notes to the translation. 


3. baidik meghe ghor andhakar: The word “sky” is added for the sake of the translation; the line 
can be literally translated, “It’s pitch dark because of Vedic clouds.” 


4. [kata din ei. Other variants include: kata dine and amar dine. 
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E deSete ei sukh halo 


This is a good example of how a song by Lalan composed over one hun- 
dred years ago can at one and the same time carry an esoteric message 
for initiates and speak to the general public of contemporary Bangladesh. 
According to one Bangladeshi scholar, the first verse of the song epito- 
mizes the plight that Bangladeshis find themselves in today. 

On the meaning of the “ramshackle boat” and “bailing water,” see com- 
mentary to LG no. 428 (“Cirakal jal chéce,”[60]). Praptabastu “patrimony,” 
dinamani “jewel of day,” and dayal cad “merciful moon” signify “semen” 
or the “Absolute in semen,” as does bastu “matter,” mani “jewel,” and cad 
uncompounded. “I take no stock in my patrimony” means that the poet is 
unable to retain his semen. “Vedic clouds” symbolize canonical religion. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 403; LSOLG 252.] 
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G2 WIC CAS AS SCR 


Et manuse set manus ache 


G2 WILT AZ AT SIZ 
we ae athe dia Bt aca 
Ca A LR II 


CET UAT GH CHAT AT 

CH H FACS CATH AICS CK ANT 
8 OF MNCS WS Graft HAT 
BNCR ONC OH I 


Ufdal Acet Safe Fa 

maa Alay Ol 
mat fel et RCA SSNS 
CH AH RAC BAN Il 


ara ac fe OWA 
acest Prater 7 8 Pal Yale aera 
oS aati 


ei manuse sei manus ache 
kata muni rsi car yug dhare 
tare beracche khiije Il 


jale yaman cad dekha yay 

se cad dharte gele hate ke pay 
o se alek manus amani saday 
ache aleke base I 


acin dale basati ghar 
dvidal padme baram tar 
dal niripan habe yahar 
se rap dekhbe anise I 


amar halo ki bhranti man 

ami baire khtiji gharer dhan 

darbes siraj sai kay ghurbi lalan 
aptatattva na bujhe || 
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That man is in this man.' 

Yet for four ages, 

countless seers and sages 

have roamed in search of him. 


The unseen man? 

always sits in an unseen place? 
beyond their grasp. 

Who can reach out and catch 
the reflection of the moon 

in water ?4 


His house is on an unknown petal, 
his court in the two-petaled lotus. 
Those who discover? the petals 

will have no trouble seeing his form. 


How deluded I am! 

I search outside 

for the treasure 

that’s in my house. 

Siraj Sai says, Lalan, 

you'll keep walking in circles 
until you understand 

the truth of the Self. 


1. Although I have followed convention and translated manus as “man,” the word does 
not necessarily indicate the male gender. A more literal translation would be “person,” or 
“human being.” 


2. lek manus. On the word dlek, see the annotations. 
3. Lit. “the unseen.” 


4. Lit. “Like the moon reflected in a body of water—for who can reach out and catch it in his 
hands?>—the unseen man always sits in an unseen place.” 


5. nirtiipan: alt. trans.: “perceive,” “find.” 


6. The texts of the three manuscripts and LSOLG are identical with the exception of two 
minor variants in T. In verse 1, T omits gele and gives omni for tamni. LG: In verse 1, temni se 
thake saddy is given for o se dlek manus tamni saddy. In verse 2, dese occurs for dale and o se 
for se riip. Both LG and LSOLG give standard Bengali andyase for dialectical andse in verse 2 
and atmatattva for dialectical dptatattva in verse 3. 


150 CITY OF MIRRORS 
Ei manuse sei manus ache 


According to Bhattacdrya (BBOBG, 340), the Bauls call the Self a manus, 
“man” (on the translation of the word, see text note 1) because the Self 
resides in man, because it can be obtained through worship involving the 
human body, and because they actually conceive of the Selfin human form. 

Alek (<Skt. alaksya) manus, “unseen” or “invisible man,” refers to the 
Supreme in his formless aspect, Nirafijan. See Lalan’s song “O re dleker 
manus dleke ray” [BBOBG no. 49]. See also “Only he on whom the guru 
has mercy” [“Gurur daya yare hay sei jane,” LG no. 139; 55], where Lalan 
calls the Supreme an “unseen rider” (dalek soydr). The “unseen place” (lek) 
and the “unknown petal,” like the “unknown land” in “Only he finds out 
the truth” [“Mursid janay yare marma sei jante pay,” LG no. 239; 106], 
signify the sahasrar. 

The word Glek is used not only by the Bauls but also, in the form alakh, 
by Sants and Naths to refer to the formless ultimate reality that is the 
sahaja. When begging, the Naths shout “alakh, alakh” (Briggs 1938, 202). 
Similarly, Baul fakirs say “alekjan” when greeting one another or when 
performing rituals (BBOBG, 397). 

When Lalan says “Those who discover the petals will have no trou- 
ble seeing his form,” he is probably referring to the two-petaled lotus, 
mentioned in the previous line as the location of the Lord’s court, the 
place where he becomes manifest. (In other songs the “court” is in the 
miladhar. See the annotations to “In my Lord’s own court” [“Yekhane sair 
baramkhana,” LG no. 58; 118].) The adept who succeeds in retaining his 
semen during sexual intercourse and in bringing it up to this cakra has a 
vision of the effulgent form of the divine. 

On the “truth of the Self” see the annotations to “Tie the loincloth of 
your mind on tightly” [“Maneri lenti éte karo re phakiri,” 100]. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 403; BBOBG no. 50; LSOLG, 252.| 
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Bh G AAS PA Slater At A 
Ekdin-o parer katha bhabh na re 


LMT 8 ANCA SA Srafer a | 
ota af ca HC PT CAI 


LB UTA GAM AS 

aaa fs Re AHR 

waa aa fafa aa 
Slalatce Il 


WEA FBS ATT MATT 
res fas Sle AH eT 
atc 


SAS BAR-ofs 

one y wet fF 

ATT PR CHS OF AG 
Ue OFS I 


ek-din-o parer katha bhabli na re | 
par habi hirer sako keman kare || 


ek damer bharasa nai 

kakhan ki kare re sai 

takhan kar dibi dohai 
karagare || 


bine karir saday kena 
mukhe sair nam japana 
tate ki alampana 

dekhi tore Il 


bhasao anurag-tari 

basado mursid-kandari 

lalan kay sei se pari 
yabe se re || 
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Not even once 

did you think of the crossing. 
Now how will you cross over 
the diamond-sharp bridge?! 


You're not safe for a minute.” 
No telling what the Lord will do 
or when he'll do it. 

Who will you appeal to 

from your prison cell? 


The merchandise doesn’t cost a cent. 
Yet you just parrot God’s name. 
I’ve never seen such indolence.* 


Launch the boat of love. 
Station the murshid at the helm. 
Lalan says, Then you'll make it across.° ° 


1. Alt. trans. (lit.): “the diamond bridge.” 

2. ek damer bharasd ndi. Alt. trans.: “You haven't a breath of hope.” 

3. bine karir saoddi kena. Cf. the second verse of Lalan’s song “Come on! Let’s follow the 
Prophet’s faith” [18]: 

The Prophet opened a priceless store. 

You get whatever you ask him for. 

He offers you treasures that don't cost a cent. 

Tf you refuse them, you'll regret it in the end. 

[The Bengali version chosen for this edition reads saday for saodai, although the latter 
also seems like a plausible reading (see Emendations that follow).] 

4. Abu Rushd translates the verse as follows: “You can buy the merchandise for free, and 
meditatively utter the name of the Master, a sure cure for indolence.” I do not think that 
Lalan is recommending the recitation of God’s name, for this is a practice he often criticizes 
as useless (see for example, “What good is talk when you don’t know what to do?” [“Na jene 
karan karan kathay ki habe,” LG no. 142; 80)); rather, he is saying that only through the dif- 
ficult sadhana of the Bauls can one avail oneself of the merchandise. Repeating God’s name 


is the lazy way to worship and does not lead to liberation. Alt. trans.: “What a rare display 
of indolence!” 


5. Lit. “That one will make it across.” Alt. trans.: “Then you'll make it across in the end”; Then 
you'll reach the other shore.” 


6. Emendations: J1 is the exemplar for the song. manuscripts: In the refrain J! has pdrer 
bhabna, whereas T and M1? have parer katha. In verse 1J has kariben, whereas T and M have 
karbe re. In verse 2 J! has saoddi, which makes better sense in the context than T and M’s 
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Ek-din-o parer bhabna bhabli na re 


The “diamond-sharp bridge” is the bridge termed siraét “way” in Arabic 
that, according to Muslim belief, spans hell and that everyone must cross 
on the Day of Judgment. The good pass over it easily to enter Paradise on 
the other side, while the wicked fall off into hell. The bridge is described 
in hadith (tradition) as thinner than a hair and sharper than the edge of 
a sword. 

Lalan and other Baul poets undoubtedly use it metaphorically. I found 
some clues to its underlying meaning in three other Baul songs that men- 
tion the bridge. Lalan’s “Banda pulsurater katha kichu, bhabio mane” 
(“Servant of God, Think about Crossing the Sirat Bridge,” [in] LSOLG vol. 
2, no. 20) is a companion piece to the song under discussion. It describes 
the bridge as “sharp like a diamond” (hirer dhar coka) and “winding, with 
three bends” (tribhanga baka). It further says that the only recourse one 
has when crossing the bridge is the hem of Fatima’s garment. Similarly, 
[the Bengali folk poet] Hatem says in “Dhada laglo re tor mane” (personal 
collection) that one the day of the crossing of the Sirat Bridge, the respon- 
sibility for the entire world will rest with Fatima (kul duniyar bhar phatimar 
upar, pulserat par haoyar dine). And Khudi Sai (“Ar janamer katha ki tor 
mane pare na,” Sariph 1973, 187, no. 26) sings: “The Mother will take 
you across the Sirat Bridge, sharp as a diamond (pulsirate hirar dhare par 
karibe ma). 

Just as the bridge is described as winding, so is the river of the men- 
strual flow (baka nadi). “The three bends” perhaps suggest the triangle 
shape of the yoni. “Crossing the bridge” thus seems to mean remaining 
atal “steady,” that is, preventing ejaculation, while engaging in sex during 
the sadhika’s menstrual period. Lalan’s unpublished song and the songs 
by Hatem and Khudi Sai mention that Fatima, who represents the Sakti, 
takes the sadhak across because success in sadhana is not possible without 
the help and cooperation of the Sakti, the sadhika. If she gives way to lust, 
then the sddhak will not be able to control his semen. The “merchandise” 


reading sadai. J also has allar, whereas T and M have sair. In verse 3 J! appears to read Ses 
(spelled ses), but the manuscript is not clear, and T and M read sei se (spelled sei se). Since the 
subject se also appears at the end of the line, sei se is redundant and may be an error for sese. 
I do not have an oral version of this song with which to compare the manuscript readings. 
LSOLG follows J! except for the following readings: In the refrain it gives ek-din-o for ek-din 
[The variant in LSOLG was preferred for this version]. In verse 2 it reads saddi and in verse 3 
sei se following M1 and T. LG in verse 2 gives tor e instead of M1 and T’s reading tore. 
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that “doesn’t cost a cent” in the song under discussion is semen, which 
must not be wasted.’ 

[Sources for the Bangla original include: Salomon’s manuscript; J1 321, 
T’18, no. 32 (source of LPhKK, 133); M1 no. 15: LSOLG vol. 1, no. 81; LG 
no. 422 (based on T).] 


7. [A note to the manuscript reads: “Seems to imply the opposite (i.e. that it is worthless)!”] 
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OF BCA DIT A AACR 
Ek phule car ram dhareche 


AB BP DIA A AAT 
8 OT OIA Blot 
fe BNR 6 Ul BAZ II 


WET BIG OF BUS ATO 
DT BSI SA SS Ah 
TG SBS HAl 

CR CSIC BS BIA BIC I 


Sat isa | OT PAT 
COM GIT APA SFA 
CMCAT AE WA Fa 
CA BCH YS SIC I 


WA He Ta CHAT UPSETS 
CA PCT APS GAM BAI 


CART C WT BTA 
ae PA Ve YET ANS CHA I 


ek phule car ram dhareche 
o se bhabanagar phule 
ki ajab Sobha kareche || 


mul chara se phuler lata 
dal chara tar ache pata 

e bara akaitab katha 

ke petabe kai kar kache I 


karan barir madhye se phul 
bhese beray eka okal 

sveta baran ek bhramar byakul 
se phuler madhur ase || 


dube dekha man del dariyay 
ye phule nabir janam hay 

se phul to samanya phul nay 
lalan kay yar mil nai dese |l 
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Four colors in a single flower— 
How strangely beautiful 
that flower makes the city of love! 


The flower has a stem, but no roots; 
it has leaves, but no branches. 

This story cannot be told. 

Who would believe me? 

Who could I tell it to? 


The flower floats 
from bank to bank 


in the waters of creation. 
A white bee hankers 
after its honey. 


O mind, dive 

into the Ocean of the Heart. 

It is no ordinary flower 

from which the Prophet was born. 

Lalan says, Its roots are not in the ground.? 


” 


1. The usual meaning of akaitab is “not fake,” “pure,” “genuine.” In Baul songs, however, it is 
also used in the sense of “cannot be told” (presumably, negative prefix a-, Bengali kaha, and 
the Skt. gerundive suffix -tavya) often together with the word katha “story.” Akaitab occurs in 
Lalan’s song in both senses. For an example of it used in the former sense, see “Mind, find 
out about the act of love” [“Jano re man sei rager karan,” LG no. 143; 62], and for another 
example of it used in the latter sense, see “Can you find out what shape the lord takes in 
man” [“Ye ripe sii ache manuse,” LG no. 222, 116}. 


2. Emendations: Manuscripts: Of the four manuscript versions of the song, the exemplars T 
and M1! no. 231 give the first and second verses in the order translated. J! and M1 no. 22 give 
them in the reverse order, even though T and M! were transcribed by the same scribe and 
M! nos. 22 and 231 are in the same manuscript. The only other variant of any note occurs in 
verse 1: T pertabe (misread in LPhKK as per bhabe), M1 no. 231 pratabe, and M! no. 22 petabe 
are all variants of the archaic denominative verb derived from Skt. pratyaya “belief.” J1 has 
the lectio facilior peyeche. Published editions: In the refrain BBOBG has phule bhab nagare 
for bhabnagar phule. LG has nagare for nagar, and BBOBG has dharache for kareche. BBOBG 
gives verses 1 and 2 verses in the same order. In verse 1 (following the order of the exemplar) 
BBOBG adds the extra word ghurteche after dse. In verse 2 LG has pratyay habe, LSOLG has 
ke ta pabe and BBOBG has e phuler bhab for T pertabe. In verse 3 LG has saémanya nay for 
samanya phul nay, and LSOLG has nay for nai. 
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Ek phule car ram dhareche 


The conditions that were present when the universe was created are recre- 
ated every month in a woman’s body when she menstruates. The flower 
that “floats from bank to bank in the waters of creation” is the material 
cause of creation present in menstrual blood; “the waters of creation” sym- 
bolize menstrual blood. The four colors of the flower are the four different 
colors (black, white, red, and yellow) that the Bauls attribute to the blood 
of the first four days of menstruation. These colors are also connected 
with the four lights that are said to surround the Absolute’s seat in the 
la mokam and to be experienced by the adept during sexual sadhana (see 
Pafija Sah’s song “Ei manuse nabir nie jhalak dey,” translated in Salomon 
1991, 292). In addition, they are identified with the elements earth, air, fire, 
and water and their microcosmic equivalents, the four bodily excretions 
feces, semen, blood, and urine, which are termed the cari candra “four 
moons” or car piyala “four cups.” The four cups (jahari, jabbari, chattari, 
and niiri) are in turn associated with the three states of fana’ “annihilation” 
[Bng. phand] (i.e., fana’ fi l-shaykh “annihilation in the spiritual guide,” 
fan@ fi l-rasiil “annihilation in the Prophet” and fana’ fi llah “annihilation 
in Allah”) and the state of baqa’ bi-llah “subsistence in God” (see Lalan’s 
song “Karo re piyala kabul suddha imane” [LSOLG vol. 1, no. 76]) and with 
the Sufi orders Suhrawardi, Chishti, Naqshbandi, and Qadiri. 

The “white bee” hankering after the flower’s honey signifies the sahaj 
manus in female semen who is attracted to the Sakti in menstrual blood. 

“The flower from which the Prophet was born” refers to the luminous 
flower that came from heaven containing Muhammad’s light. The light 
entered Abdullah’s body when he received the flower, and through sexual 
intercourse he in turn transferred it to Amina. The historical Muhammad 
was born ten months later. (For details, see the annotations to “The world 
came from the Prophet’s body” [“Nabir ange jagat payda hay,” LG no. 271; 
77]). In this song Lalan equates Muhammad’s light from which the world 
was created with the flower representing the primal Sakti. (On Muhammad 
as the female principle, see the annotations to “Ahad came as Ahmad” 
[“Ahade ahamad ese nabi nam se janale,” LG no. 282; 22].) 

[Sources for the original Bangla version include: J1 321, T2:18, no. 32 
(source of LPhKK, 133); M1 no. 15: LSOLG vol. 1, no. 81; LG no. 422 
(based on T).] 
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Nowe 


SWS 


ot 


AT SA Slacet fae AA 
LAAtkhan ar bhable ki habe 
AAT SUS SAC Fe RCT ekhan ar bhable ki habe 
Phos FTAA krtikarmar lekhapara 
walla fee ferfeicet ar ki phiribe | 
GATS AG PG Aly CHI tusete par keu yadi dey 
Bllst fee low ATT CA BRI ar ki tate dana ber hay 


WA Be CHB OA oT 
q Sh wre | 


F FOO MA WI 
C aafap fete Ola Sat 
Wel ROOT NATTA Oey 

a ar TN | 


Sia foow Aes als 

spate facet Fraafes 

Alerts Acar Ta Safe 
HT AT MICS Il 


man halo sei tuser nyay 
bastuhin bhabe I 


karptr ure yay yaman 

gol-maric misay tar karan 

man hato gol-maric taman 
bastu keen(a) yabe |I 


kathar cire haoyar dadhi 

phalar dile nirabadhi 

lalan bale yar tamani prapti 
kena na pabe Il 
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Why worry now? 
Does the Creator revise 
what he’s written? 


If you thresh chaff 

do you get grain? 

Well, your mind is like chaff— 
there’s nothing inside." 


Camphor evaporates 

unless you add black pepper. 

If your mind were like black pepper, 
would your essence have dried up? 


Rice flakes of words, 

curds of air— 

that’s the snack* 

you always prepare. 

Lalan says, Why shouldn't you get 
what you deserve?° 


1. bastuhin bhabe: lit. “devoid of substance [or essence] in this world.” 
2. Lit. “That’s why you add black pepper.” 
3. bastu ken yabe. 


4. “Snack” translates phalar (< phalahar, “a meal of fruit”), which consists of refreshments 
such as fruits, sweets, curds, and rice flakes (cire). 


5. Emendations: Refrain: Instead of bhable LSOLG has kédle. In a rendition of the song by 
Khoda Baks kadle replaces bhable in one repetition of the refrain, indicating that Khoda Baks 
knew both variants. For krtikarmaé LSOLG and BBOBG has krtakarmer. For lekhaépara BBOBG 
has lekha@jokha. For phiribe LSOLG has saribe. Verse 1: LG has danadar hay for T dana ber hay. 
Dar is obviously a mistake as LG bases the text of this song on T. Verse 2: For bastu ken yabe 
BBOBG has bastu yay kabe. Verse 3: T has dodh, which is a scribal error for dodhi [dadhi. 
LSOLG, BBOBG, and Khoda Baks’s oral version all have haoyar cire kathar dadhi instead of T 
kathar cire hdoydar dadhi (cf. the proverb kathdy cire bheje na). T has birabadi, which is a scribal 
error for nirabadhi given in all the other versions cited. For the signature line, instead of T 
lalan bale tamani prapti kene na pabe, LSOLG has yeman karma temani prapti phakir lalan 
kay bhebe; BBOBG has lalan bale teeman prapti kena na habe, and Khoda Baks sings ldlan kay 
yar yeman prapti kena na habe; LG has amni for tamani. There are a number of other vari- 
ants throughout the text, but they do not appreciably affect the meaning. 
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Aékhan ar bhable ki habe 


The third verse of this song refers to a practice common in rural Bengal 
of mixing black pepper with camphor to prevent it from evaporating. 
“Essence” translates bastu, a code word for semen. Lalan says that just as 
black pepper helps to retard the evaporation of camphor, so a steady mind 
aids in arresting semen. Lalan uses the same metaphor of camphor for 
semen in his song “Khali bhar thakbe re pare” [LS no. 215]. 

[Sources for the original Bangla version: Salomon’s manuscript; T?: 52, 
no. 99; LPhKK, 256; LG no. 442 (based on T); BBOBG no. 109; LSOLG 
vol. 2, no. 231.] 
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AT AACA a FAT Paley AT 


Ene mahajaner dhan binds karl ksyapa 


ACT TRACTS et fart 
wafer at 

H Alfa vical aia serercad 
RA CH PoC UT ATeT VAT II 


Fos one eat 
ary fetes aif 
SiaeT PoC CA Plate Hort 
CH el Ralf A WT 
OTe RC A HHT AMGSHT I 


By ARICA ACT 

Qa COTA 

Hn AA WHE 
Rived Gla Aare ae AT Il 


cf ATT Foe 
faicy ATT THAT 
Caiace cat a AT II 


ene mahajaner dhan binas 
karli ksyapa 

sadya bakir daye yabi yamalaye 

habe re kapale daymal chapa I 


krtikarma sehi dhani 

amilya manik mani 

karilo krpa tore karilo krpa 

se dhan harali re man 

zeman ki tor kapal badaopha | 


ananda bajare ele 

byaparer labh karbo bale 
zkhan Ssiinya se dapha 
sangeri sarge maje kurange 
hater tir haraye hali ksyapa || 


dekhli ne mil bastu dhure 
kather mala nere cere 

miche nam japa 
lalan phakir kay ki habe upay 
baidike railo jfian-caksu jhapa |I 
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Madman, 

you brought the merchant’s treasure here 
and squandered it. 

You'll go to the kingdom of death 

for what you owe. 

They'll stamp “deported” in your fate. 


That rich merchant is the creator. 
He stocks all sorts of precious jewels 
and was kind to you.! 

But you, my mind, lost his treasure. 
Your fate sure took a bad turn! 


You came to the market of bliss, 
boasting you'd make a killing. 

Now you're flat broke. 

The battlefield of sin’ 

obsessed you and your wicked friends. 
You shot all your arrows 

then went mad.* 


You searched, 

but didn't see the true essence. 

In vain, you toyed with wooden beads 
and muttered God’s name. 

Lalan Fakir says, What am I to do?> 

Holy scriptures are blocking my view. 


re me 


1. Alt. trans.: “had a soft spot for you”; “favored you”; “took pity on you”; had mercy on you.” 


2. aman ki tor kapal badaopha. 


3. “Battlefield of sin” translates kuranga. The primary meaning of the word as used here is 
“debauchery,” “licentiousness” (lit. “bad play”). But ku can mean “sin” and ranga “battle- 
field,” hence “battlefield of sin.” Lalan seems to be punning on this meaning, since he uses 
the image of arrows in the next line. 


=a 


4. Khoda Baks’s oral version of the song has phapaé “empty” instead of ksyépa “mad.” This 
variant makes good sense in the context but is not attested to in any of the manuscripts 
I have examined. 


5. [Emendations:] LSOLG: in verse 2 read kurange for kurase and tir for tar. LPhKK: in verse 1 
Mitra misreads badaoka for badaophd. In verse 2 he misreads sedaké for se dapha and sangeri 
for kusangeri and in the final verse mal for mil. There is only one minor difference of any 
significance between the two versions. In the second line of the refrain LSOLG has sudhu 
and T has sadya. 
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Ene mahajaner dhan binas karli ksyapa 


“Squandering the merchant's treasure” and “shooting arrows” symbolize 
the spilling of semen. On death as a metaphor for ejaculation, see the 
annotations to “Ebar ki sidhane Saman jvala yay” [LG no. 453; 33]. 

[Sources for the Bangla original version include: LSOLG vol. 2 no. 244; 
T* 32, no. 58; LPhKK 182.] 
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als fee Weta PT ATT TR 


Ebar ki sadhane Saman joala yay 


Sata fee ec TT AT TST | 


ex May 
ers UGS ST II 


WT CCIT Ba 
YW CATS ANA 
CH BT PACT OIA 
Bias Peefacw Se II 


fr 13 OA OTC 
AAA A AA 
WIT BT AAT 
fee ACA WATS BIE I 


ALIAS ¢ ASICET HOG 
Wary Poa Walea 
oTetey oT CCT ATA 

PAGS SANT Il 


ebar ki sidhane Saman jvala yay | 
dharmadharma beder marma 
samaner adhikar tay I 


dan brata tapa yajfia kare 
mukti phal pete pare 

se phal phurale tare 
ghurite phirite hay || 


nirban mukti sedhe se to 
lay habe pasur mato 
sadhan kare eman prapta 
ki sukhe sadhte cay Il 


pather-o golamiale pare 
dublam kiip-jal majhare 
lalan bale kese dhare 
kdle neo guru amy I 
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Now how to worship 

to escape the torment of death?! 

The truth of the Vedas, 

piety and sin— 

these things are under death's jurisdiction. 


Take vows, give charity, 

perform sacrifices and austerities: 

You may earn the reward of liberation, 
but when your reward expires, 

you will have to go around again. 


Reach nirvana 

and be absorbed like an animal. 

Why would any devotee? want to worship? 
just to gain that goal? 


I got into a mess* along the way— 
fell in a well and almost drowned.° 
Lalan says, O guru, 

grab hold of my hair 

and pull me to dry ground.°® 


1. Alt. trans.: “Now what’s the worship for escaping the torment of death?”; “Now what wor- 
ship can free you from the torment of death>?” 


2. sadhak: alt. trans.: “sadhu.” 
3. Lit. “For what happiness would any adept ...” 


4. [In another of her manuscripts, Salomon translates this line: “I got into a jam along 
the way.”] 


5. dublam kiip-jal majhare: lit. “and plunged into a pond.” Lalan seems to use the term 
kiipjal, literally “well water,” to mean any body of water cut off from its source. See LG 
no. 375: “Rakhle sai kip-jal kare andela pukure,” “Lord, you made me into stagnant water 
confined to an isolated pond”: nadir jal kiip-jal hay / bile béordte ray / sadhya ki gangate jay / 
ganga na ele pare, “When water’s cut off from a river, it stagnated in marshes and swamps. 
Can it ever reach the river if the river doesn’t come to it?” 


6. “dry ground”: lit. “shore,” “bank.” 
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Ebar ki sadhane Saman jvala yay 

[Salomon left two sets of annotations for this song; the first covers 

the song itself, while the second, being more interpretive, treats the 


song contextually with other songs that cover similar themes, left in 
boldface.] 


[I] 
Lalan rejects conventional morality prescribed in the scriptures as 
the means to escape “the torment of death” because, as Eliade (1965, 
96) explains, “Good and evil have no meaning or function except in a 
world of appearances, in profane and unenlightened existence. From the 
transcendental viewpoint, good and evil are, on the contrary, as illusory 
and relative as all other pairs of opposites.” 

By “liberation” (mukti) Lalan here means heaven. Going to heaven is 
also not desirable, as it is only a temporary arrangement; when one’s time 
in heaven is over, one has to “go around again.” 

Finally, Lalan rejects nirvana, total absorption in God, since complete 
non-duality would mean that the adept could not experience the bliss 
of union. In some songs, however, Lalan seems to take a non-dualistic 
position; see, for example, LG no. 158 [“Sai darbes yara apnar phana kare 
adhare misay tara”], where he describes the state of phana (Ar. fand) as the 
merging of one form into the other and compares it to the mixing of pond 
water and river water, both into a single stream. Evidently he espouses 
neither total dualism nor total monism, but rather holds a position similar 
to that of Gauriya Vaisnava acintyabhedabheda, “unimaginable difference 
and non-difference.” 

[Sources for the Bangla original version include: Salomon’s manu- 
script; LG no. 453; V'b no. 135.] 


[H] 

[The notes to this section were somewhat jumbled and incomplete in 
Salomon’s typescript, and certain paragraphs were more complete than 
others. Run-on sentences and incomplete ideas have been edited care- 
fully while trying to preserve as much as possible the section’s overall 
original content] 

This song is one of at least six that begin with almost the same question 
concerning the type of worship that will lead the adept to the desired goal, 
expressed variously as escaping death, obtaining the Uncatchable One or 
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the Unseen (dalek) Sai, or reaching the steady state (atal-prapti).’ This group 
of songs does not actually respond to the question directly, but rather goes 
on to mention rituals and sadhands that in Lalan’s view are ineffective, 
beliefs that are false, and sects that are in error. 

Escaping Death is a central theme in Lalan’s songs and one of the prime 
motivations for sadhana. Death refers to ejaculation as well as physical death. 
Seminal emission is considered a kind of death for two reasons: (1) [Some] 
Bauls believe that semen is made up of sukrakit, living organisms contain- 
ing the male divine principle. When semen is ejaculated, these organisms 
die. (2) In addition, the spilling of semen depletes the body ofits vital energy 
necessary for good health and long life and ultimately leads to death. 

Vedas (bed) refers to scriptures in general. The term bed includes the 
Qur’an as well as Hindu religious texts. For example, in the song “Ye jan 
sadhaker mul gora” [LG no. 234; 113] by Lalan, it occurs in an Islamic con- 
text, as it does also in these lines of a song by Rasik (BBOBG no. 436): “The 
Fakir path is outside the Vedas. [Fakirs] don’t heed the book of the Qur'an 
without the Prophet’s way.”* [Many] Bauls emphasize the orality and secrecy 
of their teachings, which can be obtained only from the guru and not from 
scriptures. Bed when followed by the words bidhi or bidhan (lit. “prescriptions 
of the Vedas”; see, for example, Lalan’s song “Saro rasik bine keba tare cene,” 
LG no. 137) means scripturally based ritualism, whether Hindu or Muslim, 
and is the opposite of the path of love (prem). Worship prescribed by scriptures 
is based on anuman (conjecture) rather than on bartaman (lit. “existing,” ie., 
what exists and is perceivable by the senses), as prem sadhana is. In contrast to 
prem sadhana, it is not centered on human beings and the human body and 
its substances (bastu, ras), nor is it performed with a female partner. Moreover, 
it is motivated by desire (kam), that is, sex ending in ejaculation rather than by 
passion (rag) or love (prem), which requires seminal retention or limited semi- 
nal emission. As Rasik explains (BBOBG no. 336): “A passionate man (ragi) 
retains his seed. He opposes desire and doesn’t obey the rules of the Vedas.”° 


7. See the following songs: “Ki sadhane ami pai go tare” (LG no. 125), “Kon sadhane tare pai” 
(LG no. 123), “Ki saidhane pai go tare” (LG no. 126), “Kirtip sadhaner bale adhar dhara yay” 


mn” 


(LG no. 50), and “Kare aj sudhai se katha” [LG no. 328; 40]. 
8. bed chara phakirer ei dhara | mane na ketab-koran, nabir tarik chara. 
9. 

ragt tirdhvarati kambirodhi 


beder bidhan mane na. 


See Openshaw’s discussion of bedbidhi (2002, 197-198). 
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Lalan rejects notions of piety and sin (dharmadharma) as set down in 
scriptures and imposed by society as the means to escape the torment of 
death because they are relative and therefore false; they have no meaning 
except in the impermanent, unenlightened world of ordinary creatures 
(jib). In “Pap punyer katha ami kare ba sudhai” (Hosen 1998 [LS],vol. 2, 
no. 502) Lalan explains that standards of piety and sin (pap piinya, synony- 
mous with dharmadharma) differ according to “society and situation” (des 
samasya). He observes that in Tibet polyandry is an accepted practice, but in 
his own country a woman who marries more than one husband would be 
punished as a whore. Christians eat the meat of cows and pigs, yet Hindus 
and Muslims are repulsed by it. Since there is no single standard for all 
people, Lalan concludes that conventional notions of right and wrong are 
false constructs. Lalan also rejects conventional notions of piety and sin 
because one often does virtuous acts, such as those mentioned in the first 
verse, and avoids sinful deeds for one’s own benefit for a reward either in 
this life or in the next. Bauls criticize such actions as hetu”™ (having a selfish 
motive), since they stem from desire; their prime motivation is the achieve- 
ment of one’s own happiness (atmasukh). They are actions characteristic of 
a person caught in samsdra and so are under death’s jurisdiction. 

In contrast, those who know pure love (suddha prem) act without any self- 
ish motives (nirhetu; also nihetu and nihhetu). They are totally absorbed in 
the beloved and have no self-awareness (atmasmyti). They have no fear or 
shame and do not distinguish between opposites such as piety and sin, purity 
and impurity. They also reject all categories that divide people such as caste, 
religion, and gender, viewing everyone as the same. Thus in “Se bhab sabai 
ki jane” (LSOLG vol. 2, no 330 [LG no. 361]) Lalan says that “at the sight of 
Krsna, the gopis lose all awareness of piety and sin.”" In “Gaur ki ain anilen 
nadiyay” [BBOBG no. 75] he describes the new set of laws based on love that 
Caitanya brings to Nadiya as having “nothing in it you would call piety or sin” 
(dharmadharma kichu nai tate) and as leveling caste and wiping away distinc- 
tions based on purity and impurity, touchability and untouchability.” 


10. The special sense in which the word hetu (and its negative nirhetu and hetustinya) are used 
in Baul songs reflects the influence of Bengali Vaisnavism. The Caitanya Caritamrta (2.24, 
Sloka 2) quotes a verse from the Bhagavata Purana (1.7.10) containing ahaituki, the negative 
adjective of hetu, and the commentary of that verse (2.24.20) defines hetu as enjoyment 
(bhukti). See Dimock (1999, 720 and 722-723). 


1. gopir pap-punyer jnan thake na krsna-darasane. 


12. Dimock (1966, 108), writing about the Vaisnava Sahajiya doctrine of equality or same- 
ness, relates the Sahajiya practice of treating Brahman and untouchable, pure and impure 
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The reward of liberation (mukti) is heaven. By going to heaven one does 
not escape death because, according to Hindu belief, heaven is only a tem- 
porary state. As Lalan remarks in “Kare bale atal prapti” (LSOLG vol. 2, 
no. 221 [LG no. 439]), “The happiness you get from heaven doesn’t last 
forever. Some go to heaven, commit a sin, and then come back to earth 
again.” ([See also the reference to behesta] in “Ki kari kon pathe yai” [LG 
no. 12; 43]). Nirvana (nirban mukti), total absorption in the absolute, is also 
not a desirable goal according to Lalan, since complete non-duality would 
mean that the adept could not experience the bliss of union. Echoing 
Ramprasad,“ Lalan asks in the eponymous opening line of “Cini haoya 
maja ki khaoya maja” (LSOLG vol. 1, no. 206): “Is it more fun to become 
sugar or to eat it?” And ina later verse, after describing nirban mukti in the 
same words as in the song under discussion, he adds: “If sugar consumes 
sugar, can you know whether it brings pleasure or pain?” 


alike to the Tantric notion of the conjunction of opposites: “The apparent duality of things 
must be destroyed before there can be a reversion to the true and ultimate unity, the undis- 
turbed blissful state of sahaja.” On the one hand Bauls reject conventional notions of piety 
and sin, but on the other they have their own beliefs as to what constitutes a sin. See the 
annotations to “E desete ei sukh halo” [LG no. 413; 27]. 


13. 
svarge theke sukh paoya 
sei to nahe cirasthayt // 
keha yeye svargabase 
pap hale pher bhabe ase. 


mic 


14. Ramprasad says in “Kaj ki re man yeye kasi” (Ray 1971, no. 332): 


What's the use of Nirvana? 
It’s like water merging with water. 
O it’s no good to become sugar. 


I love to eat it. 


nirbane ki dche phal, jalete misay jal / 
ore, cini haoya bhalo nay (man) cini khete bhalobasi. 
15. cinite cini khay tate ki jana pay / duhkha sukha bojha. 


In some songs, however, Lalan seems to take a monistic position. For example, in “S3i 
darbeég yara” (LG no. 158) he says that Sais and Darveshes annihilate themselves and merge 
into the uncatchable and compares the state of phand [Ar. fana’,”annihilation”] to the merg- 
ing of pond water and Ganges water into a single stream. An intermediate position between 
dualism and monism similar to that of Gauriya Vaisnava acintyabhedabheda, “unimaginable 
difference and non-difference,” could explain the seeming inconsistency, but I have not 
come across any songs that provide evidence that Lalan holds such a view. [See, however, 
Salomon’s comment on the term acintyabhedabheda in the first section of the commentary 
to this song.] Inconsistency is more the rule in Baul songs than the exception. It is sadhana 
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Lalan emphasizes devotion (bhakti) over liberation (mukti). In the sec- 
ond verse of “Ki sadhane ami pai go tare” (LG no. 125), he explains, clearly 
influenced by Caitanya Caritamrta 2.24.21, that mukti is selfish worship." 
In contrast, bhakti is nirhetu and results in pure love (suddha prem). In 
“Paro nihetu sadhan karite” (LG no. 33) Lalan remarks, perhaps in answer 
to the opening question of the song translated here: “If you can worship 
selflessly (nirhetu sadhan), you'll leave behind old age and death. It doesn’t 
exist in that land.” He further says, “Take refuge in devotion, not liberation, 
and pure love will grow—a love that gets the Lord’s approval.”” The object 
of devotion is not some hypothetical deity but rather, as Duddu (Jahangir 
no. 72) spells out, a woman: “The root of worship is pure devotion and the 
vessel of devotion is a woman.” 


that is primary, and not any particular theology. Nathan and Seely (Sena 1982, 12) note that 
Ramprasad too “seems on occasion to contradict himself about the desired end of salvation.” 
Sometimes he expresses the desire to merge with the Goddess and sometimes just to remain 
in proximity to her. [Salomon’s manuscript also here contains the following question in the 
main text, demonstrating her continued grappling with the exact nature of the “ultimate 
state” according to fakirs: “(Check what fakirs believe about whether the ultimate state is 
dualistic or monistic. Do they have an explanation of Lalan’s seemingly inconsistent position 
on monism vs. dualism?)”] 


16. 
paicaprakar muktir bidhi 
astadas prakare siddhi 
e sakal kay hetu-bhakti 
ihar bas nai Glek saiji mere // 
Rites for the fwe kinds of liberation 
and the eighteen kinds of enjoyment; 
these are all called selfish worship. 
My unseen lord isn’t won over by them. 
17. 
paro nirhetu sadhan karite 


yao re chere jaramrta nai ye desete // 


muktipad tyajiye saday 
bhakti pad rekhe (error for rekho) hrday, 
Suddha premer habe uday, 
sai rajt yate. 
18, 
sadhaner mil suddha bhakti 
bhakti patra han prakrti. 
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Well signifies the vagina of a woman who does not help her partner 
retain his semen. The guru whom Lalan begs to rescue him from drown- 
ing, that is, ejaculation, is most likely the sadhika.” (Cf. Lalan’s “Par karo 
dayal amay kese dhare,” LSOLG vol. 1, no. 3 [LG no. 402], which also uses 
the metaphor of the well and the trope of asking someone, in this case the 
“merciful one,” i.e., the sédhika, to pull him by the hair to the other side.) 
The sadhana based on love and having no selfish motives is the worship 
“to escape the torment of death.” This worship, of course, involves sexual 
intercourse and the reversal of the flow of semen, going against the current 
of the natural course of birth and death. Lalan sums up what such worship 
involves in the following verse from “Se bhab sabai ki jane” [LG no. 361]: 


You can catch the uncatchable 
by selfless love (nihhetu bhab). 


Unsteady, you're a mortal creature; 

steady, a god. 

Does that make you a connoisseur of love? 

A connoisseur is caught up in the confecting of syrup (ras). 


Bauls advocate neither being unsteady (i-e., ejaculating) nor being steady 
(i.e., celibate or practicing total seminal retention).”? Semen has to be made 
to descend from the sadhak’s sahasrar or ajria-cakra, heated through sexual 
intercourse in the fire of the woman’s vagina, and according to some even 
ejaculated. This turns it into a thickened substance likened to molasses or 
rice pudding, which is then taken back up to the head. By reversing the 
direction of the flow of semen and bringing it up to his head, the sadhak is 
able to also reverse the course. 

[Nevertheless,] in song after song Baul poets refer to themselves as papi 
in the sense that they have ejaculated and ask the guru, who is often the 
sadhika, to save them (i.e., help them gain control over semen). Since con- 
ventional religion allows the indiscriminate spilling and does not define it 
as a sin, it is not a worship for escaping death. 


19. Note that in this song, as in the songs of crossing (pdrer gan) in which he is probably 
addressing the sadhika, he does not give Siraj Sais name in the bhanita (see the discussion 
of “strategies of secrecy” in the introduction). [This introduction to our knowledge does not 
exist in Salomon’s manuscripts.] 


20. For another interpretation of “steady,” see the discussion in the annotations to “Jano re 
man sei rager karan” [LG no. 143; 62]. 
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In contrast, worship for love (prem upasand) is based on nondiscrimina- 
tion beyond opposites and is nirhetu, “without desire for one’s own benefit.” 
Piety and sin are relative and therefore belong to the plane of profane exis- 
tence over which death has power. Gaur and (the) gopis, who follow the 
path of pure love, are not bound by convention nor rituals. Their worship 
is nirhetu: 


nihhetu bhab adhar dhara 

tale jib atale isvar 

taite ki hay rasik nagar 

rasik bibhor ras bhiyane [LG no. 361]. 


The rasik is not concerned with conventional standards of morality; his con- 
cern is with ras. Lalan says that notions of “piety and sin” sanctioned by 
conventional religion lead to death because one does good deeds and avoids 
bad deeds for some reward, whether it is in this world or in the next. This is 
hetubhakti, “worship for a particular purpose.” It is desire for one’s own hap- 
piness. Baul worship, in contrast, is hetusiinya or nirhetu, “beyond notions of 
sin and virtue.” The models are the gopis, [who] transgress all without desire 
for their own happiness, only for Krsna’s kam: [see] “Gandhahin sei ye prem 
hetustinya sadhana,” and “Pap punya apan hate” ([Jahangir no.] 162). 

Lalan catalogs what he considers the useless rituals, misguided goals, 
and false beliefs of Hindus, Muslims, and even Christians, and explains 
what sets his beliefs and practices apart from them. In a couple of songs in 
which Lalan singles out specific religious traditions for criticism, [he] does 
so obliquely, putting the objections in someone else’s mouth. 

Lalan characterizes his worship, which he terms manuser karan, “worship 
of the human being,” as hetustinya or nirhetu “worship for its own sake, with- 
out desire for results.” He does not place any importance in the name of God: 


[“Gaur ki din Ginilen nadiyay” (BBOBG no. 75)] 


What law did Gaur bring to Nadiya 
It’s impossible for anyone to follow. 


His behavior is weird 

and his judgments are too. 

It’s a terrifying thing to hear about 
let alone to watch. 


Songs of Lalan Sai 177 


There’s nothing in it 

you'd call piety or sin. 

He sings only praises of love. 
He doesn’t obey caste rules 
for he’s made all castes one. 


He doesn’t know pure from impure. 

He always eats seven meals 

and then bathes once. 

He makes the impossible possible, touches 
what people are loathe to touch. 


Pafija Sah in his song in praise of women, “Bhajan-sadhan karbi re 
man kon rage” (Haque [1990], no. 137), takes up the subject of abuse of 
women together with harm to one’s guru (meye mero na re bhai, marle 
guru mara hay). Khoda Baks informed me that during his khilaphat cer- 
emony he repeated the following promise: “If you destroy Hindu temples 
you'll be forgiven. If you set the mosques of Muslims on fire, you'll be 
forgiven. But if for your own benefit you even hurt the feelings of another 
person, you'll never be forgiven” (tumi hindur debdlay cirnabiciirna karo 
maph habe, musalmaner masjide agni niksep karo maph habe, kintu nijer 
svarther janya parer dele aghat dile seta kono dine maph habe na). As Lalan 
explains in the opening of his remarkable song [“Pap punyer katha ami 
kare basudhai,” LS no. 502]: “What is a sin in one land is a virtue in 
another.” He goes on to give two examples of customs that differ accord- 
ing to “society and situation.” 

Ejaculation is considered a selfish action and is strongly condemned 
in Baul songs because it is done for personal pleasure and is equated with 
death itself. Whereas ejaculation dooms the adept to remain caught in 
samsGra, sexual intercourse without ejaculation or with limited emission 
is the worship “to escape the torment of death.” By “going against the 
current” and bringing semen back up to his head, the sdédhak reverses its 
natural course, thereby preventing death, that is, the spilling of semen. 
Such intercourse is praised as selfless (nirhetu) because both the sadhak 
and sadhika focus on their partners rather than on themselves. The 
sadhak concentrates on giving the sadhika pleasure through long-lasting 
sexual intercourse. In turn, the sadhika helps the sadhak to retain his 
semen and will even push him away should she realize he is about to 
ejaculate. 
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The Bauls put their own spin on what constitutes a sin; in all these 
songs the sin is ejaculation.”! It is condemned as a selfish action motivated 
by atmasukh, and also by desire for progeny, which only serves to perpetu- 
ate the cycle of birth and death (see the annotations to “Manuser karan se 
ki sadharan” [LG no. 456; 103]). Moreover, [some] Bauls advocate ahimsa 
(nonviolence) and believe that ejaculation kills sukrakit. 

However, in at least two songs, “Bhajaner nigirh katha yate ache” 
(LG no. 376) and “Atalo rtiper sarobar Srirtip se ghater ghetela” (Jha, 59, 
no. 198), Lalan indicates that he considers Tantras as authoritative sources 
and recommends reading them.” Jha (1995, 204) notes that Lalan knew 
Sivacandra Vidyarnava, the guru of Arthur Avalon, who popularized Tantra 
in the West. Sivacandra lived in the village of Kumarkhali, Kushtia, a short 
distance from Lalan’s akhra, and his father, Krsnasundar, was the guru of 
Lalan’s friend Harinath Majumdar, who composed Baul songs and was 
known as a Sakher (amateur) Baul. 

[The following two questions were found at the end of the Salomon’s 
annotations, reflecting further lines of intended research on the above 
themes:] 


1. In “Eneche nabin din nadiyate” [LG no. 321] what does satbar kheye 
ekbarkhan | nai puja nai papapunya-jan refer to? 

2. In “Bede ki tar marma jane” [LG no. 133] does nire ksire refer to the mix- 
ing of semen and blood? Where and how is it done? 


21. Women too are believed to have semen and are enjoined not to ejaculate. [See however 
Salomon's annotations to Manuser karan se ki sadharan (103) for Baul sexual rituals that do 
include ejaculation.] 


22. “Bhajaner nigirh katha ...” has the following line: 
Sakti sar tantra paro 


ghor yay ghuce / 


Read the Tantras 
whose essence is the Sakti 


and the darkness will lift. 


In “Atalo riper sarobar ...” Lalan says: 
rastk tantra dhure ghuce jabe maner ghola / 


If the rasik searches the Tantras 


the mists clouding his mind will clear. 
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D AB SAT WT ACY CHT 


Al ek ajan manus phirche dese 


D AB STA TT PACH CHe*t 
Olea [ACS BI ICA AACS BT I 


at TOC TC HOS 
lal AMC AiepcO 
am wera faeta TT i 


WET RST Ae aT fl eT 
POR A SAMA He 
feather et afies Gerqer 
CH BAGS AY 2 Il 

CHR AB MCAT AA 
AI Mea 6 HT AA 
YM Mace Stall ST 


ai ek ajan manus phirche dese 
tare cinte hay tare mante hay || 


Sariyater buniyade 

pabe na ta kono mate 

jana yabe maraphate 

yadi maner bikar yay I 
mil chara ek ajagubi phul 
phuteche se bhab-nadir kil 
ciradin ek rasik bulabul 

se phulete madhu khiy || 


sunechi ek manuser khabar 
alepher jer mimer jabar 
lalan bale hos ne phapar 
mursid dharle jana yay || 
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An unknown man 
roams the land. 

You have to know him! 
and honor him too. 


Rely on Sharv‘a, 

and finding him 

is out of the question.? 
You can reach? him 
only through Ma ‘ifa, 
if you get over 

your state of delusion. 


A strange flower 

without roots 

blooms on the banks 

of the river of love. 

From time immemorial 

a passionate nightingale 

has been drinking the flower’s nectar. 


I’ve heard tell of a man: 

zer on alif, zabar on mim.* 
Lalan says, 

Don't get lost in confusion. 
Turn to a murshid 

and you'll learn the solution. 


1. The gender of the “unknown man” is ambiguous in the original, since the Bengali third 
person pronoun se (here in the objective case, tare) is unmarked for gender. 


2. This line is translated according to the variant in BBOBG no. 76. [Salomon’s manuscript 
also has the variant from T: jane nd ta sariyate (sariyate).] 


3. Lit. “know.” 


4. Zer (Persian equivalent of Arabic kasra) is the vowel marker i placed underneath a letter. 
Zabar (Persian equivalent of Arabic fatha) is the vowel marker a placed above a letter. 
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This is one of several songs Lalan composed about a mysterious “unknown 
man” (ajan manus) who seems to be the sahaj manus “natural man,” 
the form of the Supreme who appears in menstrual blood. (I have dis- 
cussed these songs at length in a paper, “The Enigma of the Ajin Manus 
‘Unknown Man,’” to be published in the volume of papers given at the 
seminar Enigmatic Modes of Expression held in Jerusalem in 1988-1989.)° 

In this song Lalan rejects Shari‘a [Bng. sariyat] (Islamic law) as the path 
leading to the “unknown man.” He says that the mysterious figure can 
be reached only through Ma‘rifa [Bng. maraphat] (mystic knowlege). The 
“flower without roots” is the Sakti (female power), and the “river of love” 
is menstrual blood. The “nightingale” signifies the ajdn or sahaj manus 
(also often symbolized by the bee, such as in LG no. 96 [“Ek phule car ram 
dhareche,” 30]), who is attracted to the Sakti in menstrual blood. 

Letter mysticism using the Perso-Arabic alphabet, a common feature of 
Sufi poetry, is found in a number of Lalan’s songs besides the one under 
discussion. In the riddle in the last verse, “zer on alif, zabar on mim,” “alif” 
stands for Allah and “mim” for the Prophet Muhammad. This is not only 
explicitly stated by Lalan in another song (LG no. 278) but is the conven- 
tional symbolic meaning of the letters. The symbolism of the “zer” (i) and 
“zabar” (a), however, is more obscure. The key to their meaning in the 
riddle lies not in their phonetic values, as one would expect, but in their 
positions and literal meanings: “zer” is placed below a letter and means 
inferior, while “zabar” is placed above a letter and means superior. Thus by 
referring to the “unknown man” as “zer on alif, zabar on mim” Lalan is say- 
ing that this figure is inferior to or beneath Allah (symbolized by the “alif”) 
and superior to or above the Prophet (symbolized by the “mim”). This is a 
cryptic way of saying what Lalan expresses straightforwardly in at least two 
other songs (LG nos. 102 [“Ye din dimbabhare bhesechilen sii,” 114] and 
go [Ache din duniyay acin manus ekjana,” 9])—that the “unknown man” 
is “greater than the Prophet, but not as great as Khoda (God).” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; BBOBG no. 76; LG no. 233; LSOLG no. 323.] 


5. [The published volume from this seminar, Galit Hasan-Rokem and David Shulman, eds., 
Untying the Knot: On Riddles and Other Enigmatic Modes (New York: Oxford University Press, 
1996), unfortunately did not include this paper (nor have the editors been able to locate an 
unpublished version). It is likely, however, that much of the paper’s content was included 
in the annotations to “Ache din duniyay acin manus ekjana” [9], which contain a detailed 
explanation of this recurrent theme in Lalan’s songs.] 
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tumi binde namti dharo 
jale anal dite paro 
radhare bhulate toro 
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ye krsna radhar oli 

tare bhulay candrabali 
se katha ar kare bali 
ghrnay amar jiban jay || 
Satek harir byafijan caka 
rai bale dhik tare dekha 


lalan bale ohe baka 
soja habe maner day || 
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Why do you talk to me about Kala, today? 
It burns me up to hear his name. 


You're my good friend Brnda.' 

But I think this time you could sooner 
set water on fire 

than soothe Radha.? 


So Candravali has seduced 
the bee who stung Radha. 
Who else can I confide in? 
I could die of shame. 


That man who has sampled 

at least a hundred pots of curry— 
damn the sight of him, says Radha. 
Lalan says, Your anger will set 

that crooked fellow straight. 


1. tumi brnde [Salomon’s manuscript: binde] namti dharo: lit. “You go by the name Brnda.” 
The implication is that under ordinary circumstances Brnda would be able to calm Radha 
simply because she is her close friend. 


2. Lit. “You may be able to set water on fire, but this time I think you'll find it hard to soothe 
Radha.” Although Brnda is the patron goddess of the forest Brndaban [< Skt. Vrndavana], 
supernatural powers such as “setting water on fire” are not traditionally ascribed to her. 
I have therefore taken the line in the figurative rather than the literal sense. 


3. Manuscript: In the bhanitd, J! omits bale after lalan. Published editions: For the second 
line of the refrain in LG and LSOLG read as in J1: par nam sunile agun lege anga jvale pay. 
Verse 2: For LG e katha sune ghrnay, e jiban jay read se katha ar kare bali, ghrnay amar jiban 
yay. For LSOLG e jiban read amar jiban. Verse 3: For LSOLG Satek hari cakha read satek harir 
byafijan cakha. For LG e baka read ebar baka. 
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O kalar katha keena balo aj amay 


In this song Brnda, Radha’s sakhi and messenger to Krsna, tries unsuc- 
cessfully to mollify Radha’s anger at her lover for having an affair with 
her rival Candravali. (See also [“Tomra ar amay kalar katha bale na,” LG 
no. 366; 66] and [“Yao he yam rai kufije ar eso na,” LG no. 370; 110], 
spoken by Radha, and “Narir eto man bhalo nay o rai kigori’ [LG no. 367] 
and “Char mane maje Krsnadhanke ceno na” [LG no. 369], spoken by 
Brnda.) According to Khoda Baks, Brnda coaxed Krsna into taking up with 
Candravali, assuming that the inevitable reconciliation between the cou- 
ple would result in a more passionate love. Byaijan “curry” signifies the 
female sexual organ. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; J1 no. 287; LSOLG vol. 2, no. 14; LG no. 368; LS no. 269,] 
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You should understand 

what sets those two lights apart.’ 
The Prophet and bodiless Khoda— 
what sort of lights are they? 


The Prophet had a body, it seems. 
You say light oozed from him. 
But how could Khoda’s light ooze 
when he has no form? 


Islamic law forbids you to say 
Khoda has a body. 

But what's the proof light oozes 
from someone who's bodiless? 


The divine essence was in light.? 
How did it get qualities? 

Ldlan says, If I recognized the light, 
this thick darkness would lift.’ 


1. O duti niirer bhed bicar jana ucit bate: lit. “You should know how to judge the difference 
between those two lights.” Bhed means both “difference” and “mystery,” “secret.” Either 
translation is possible here. 


2. “Light”: see text note 3. [Salomon is translating jute, although she notes that jate “essence” 
is also possible, which is given in the Bengali version above.] 


3. Emendations: The first and second halves of the opening line are interchanged in LSOLG 
and LG. Both begin with the phrase jana ucit bate. In verse 1, instead of coydy balo, the oral 
versions of Khoda Baks and Khorshed Shah have cuydilo. In verse 2 LG has surte instead of 
Sardte and omits the following word nisedh. Akar should be given as the first word of the third 
line rather than the last word of the second line. In the third line of the verse T has coydne 
and LG has the dialectal variant cuydane. These are the correct readings. The oral versions of 
Khoda Baks, Khorshed Shah, and Karim Shah, who left out the first verse in his rendition of 
the song, have cuydno, which violates the rhyme scheme. LSOLG has cuyéile. In the last verse 
T and LG give jute “light,” whereas the three oral versions I collected and LSOLG give jate 
“essence.” Either variant may be correct. 
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O duti nirer bhed bicar jana ucit bate 


This is another song that refers to the theory of creation from drops of 
liquid light that oozed from the body of Nur Muhammad. As noted previ- 
ously, only the absence or presence of palpable form “sets the two lights 
apart,” that is, distinguishes God from the Prophet. Since “the Prophet 
had a body,” his light could be perceived because we do not see light but 
only its receptacle (Corbin [1978]: 116). In addition, he could shed drops 
of light. As Karim Shah explained, “Whatever oozes, oozes from a body.” 
(ya cuyay ta deha diye cuydy). Lalan says that according to Islamic law 
(Ar. shari‘a), Khoda “has no body.” Then how did God’s light ooze to create 
the world, he asks? According to Baul belief, it is both correct to say God 
is nirakar (formless) and that he has dakar (form). But he is unknowable in 
his unmanifest, formless state. When he desired to be known, he revealed 
the form inherent in him and manifested himself first in the Prophet's 
light and then in man, whom he made in his own image. As Lalan puts 
it: “Adam’s body is my body said the uncatchable Lord in plain words.” 
Lalan mentions three stages in the manifestation of the Absolute, 
nirakar “formless,” sakar “with subtle form” or svakar “own form,” and 
akar “form.” (Cf. Jil’s three stages in the descent of the Absolute in 
Nicholson 1983, 94-97.) According to Kalu Shah (“Oi ntr khude rane 
chilo,” Asgar [1991], no. 95), it was in the stage between formlessness and 
form that Khoda’s light oozed: “Allah was not formless then. He had subtle 
form (sakar). In his subtle form light dripped from Him and He gained 
form” (dakar). The Baul poet Ramjan (“Nairakare Sinyer upar chilen sai,” 
Sariph 1973, 67, no. 7) refers rather cryptically to the form that the Lord 
took: “Ahad is in light. My Lord and Master stood erect in the form of light. 
Light oozed from Him, you see, and the world was created.” Phulbas (pri- 
vate collection, “Diner sardar nabiji amar”) [is] somewhat more explicit: 


He took a body in the form of an alif, 
keeping his mim form hidden. 
He revealed his name Ahad. 


The head of the alif split 

and a drop of light fell. 

Mother in the form of Eve caught it. 
Our Lord and Protector was born 
in the form of mim. 
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Karim Shah explained to me that the alif here represents a linga. The mim 
stands for Muhammad, and Eve (hdoyad) is the Sakti who was the receptacle 
or womb for the Lord’s seed. 

If “the divine essence (dhat [Bng. jat]) was in light” (or, according to 
the variant, “in pure essence”), Lalan asks, “How did it get qualities” (sifat 
[Bng. siphat})? That is to say, how did the objects of creation come into exis- 
tence? The relation of essence to qualities is a problem much discussed in 
Islamic theology. Sufis who hold that Being is one—a doctrine first formu- 
lated by Ibn Arabi called wahdat al-wujiid—believe in their essential unity. 
According to Ibn Arabi (Roy 1983, 151, quoting L. Massignon in Encyclopedia 
of Islam, vol. 4, 684), “The existence of created things is nothing but the 
very essence of the existence of the Creator.” Or, to put it another way 
(Nicholson 1983, 90), “The creation of the world is just this manifestation, 
accompanied by division and plurality, of the Essence as the attributes, or 
of Being as the object of thought: and in reality the essence is the attri- 
butes.” This is also the view of the Baul fakirs. Lalan sings (“Pare bhit ar 
hos ne manuray” [LG no. 215]): “In the essence are the attributes, and in 
the attributes is the essence.” In other words, God encompasses all that is 
manifest, and all that is manifest is pervaded by God. Man is in God, and 
God in man. The light immanent in man, that is, the Prophet’s light, is no 
different from the transcendent light of divine essence. 

Whereas the Sufi theologians account for the manifestation of attributes 
in terms of emanations, the Bauls posit a primal Sakti who brings forth 
creation, an interpretation reflecting the influence of Tantric philosophy. 

[Sources for the original Bangla version: T*: 35, no. 65; LPhKK, 244; 
LSOLG vol. 2, no. 82; LG no. 240.] 
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o tor thiker ghare bhul pareche man| 
kise cinbi re manus ratan | 


apan khabar nai apanare 
berdo parer khabar kare 
man-re apanare cinile pare 
parke cena yay takhan || 


chili kotha ali kotha 

smaran kichu halo na ta 
man-re ki bujhe murali matha 
pather nai anvesan || 


yar sathe ei dese ali 

tare aj kothay harali 

darbes siraj sai kay pet sakali 
tai laye pagal lalan || 
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My mind, 

you miscalculated. 

Now how will you recognize 
the jewel in man? 


You don't know your own self, 
yet you roam from place to place, 
asking about someone else. 

Only when you know yourself 
can you know the other. 


Where were you before? 

Where did you come from? 

Have you forgotten everything? 

What were you thinking 

when you shaved your head? 

You didn't even look for the right road. 


Today, where did you lose the person 
who came with you to this country? 
Siraj Sai says, Lalan, 

you were only eager 

to fill your potbelly.? 3 


1. Lit. “You made a mistake in your accounts.” 
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2. pet sakdli: lit. “a belly like a sack.” Sakdli (sakali) < Portuguese saccola is “a bag with two 


mouths” (Chatterji 1926, 623). 


3. Emendations: In verse 2 Mitra incorrectly reads tar for ta; the final r is crossed out in the 


manuscript. 


194 CITY OF MIRRORS 


O tor thiker ghare bhul pareche man 


In song after song, Lalan expresses the belief that by knowing yourself you 
can know God, since the two are one and the same. The Baul notion that 
man is no different from God ultimately traces back to the Upanisadic 
equation of atman with brahman. The Brhadaranyaka Upanisad (3.7.23; 
quoted in Eliade 1976, 95-96), for example, identifies the self with the 
Supreme and, like the Bauls, also with semen: “He who is present in the 
semen, whom the semen does not know, whose body (vehicle) the semen 
is, that is your self (atman), the inner controller, the Immortal.” The Baul 
belief in the essential unity of man and God also reflects the influence 
of the Tantric Buddhist and Vaisnava Sahajiya concept of sahaj, which is 
the true nature of the self, as well as the Sufi identity of the soul with the 
divine essence. 

To cite a few examples of Lalan’s use of Sufi sources in songs on this 
theme: Lalan quotes both in the original Arabic (LG no. 254 [“Man re 
atmatattva na janile”]) and in Bengali translation (LG no. 255 [“Ami ki 
tai janle sadhan siddhi hay”]) Hallajs famous saying ana’l haqq (Bengali 
ami satya),“I am the Truth,” and he includes in one song (LG no. 273, 
“Kudarater sima ke jane”) the first half of the Sufi saying often quoted by 
Bauls: man drafa nafsahu fakad drafa rabbahu, “He who knows himself 
knows God.” Moreover, Lalan’s songs about man’s search for the Supreme 
who, unbeknownst to him, is with him all the time are reminiscent of Sufi 
texts such as ‘Attar’s Musibatname (The book of affliction), which tells the 
story of a mystic who wanders the world in search of God only to find him 
in the “ocean of his own soul.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T':63, no.15; LPhKK no. 196; LG no. 398; BBOBG no. 186; LSOLG 
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38 


8 Hey TAA CACA CT Galey ACCT AT 


O man amar dekhe Sune jan halo na 
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o man amar dekhe sune 
jnan halo na | 

ami ki karite ki karilam 

amar dugdhete misilo cona || 


madan rajar danka bhari 
halam tar ajfiakari 

ami yar matite basat kari 
ciradin tare cinlam na || 


rager asray nile takhan 

ki karite pare madan 
amar halo kam-lobhi man 
madan rayer gatari-tana || 


upar hakim ek-dine 
krpa karten nija gune 
diner adhin lalan bhane 
yeto re maner dotana || 
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Though I’ve been around, 
my darkness didn't lift. 

I did just the opposite 

of what I meant to do. 

I spoiled my milk 

with cow piss. 


King Madan beats an irresistible drum. 
I obey his every command. 

Yet I never even got to know 

the owner of the land I live on. 


If you take refuge in love 
Madan can do you no harm. 
But I succumbed to lust, 
and now I’m a coolie 

who carries Madan’s bags. 


Had the judge up above 

seen fit to be merciful 

says Lalan, poorest of the poor, 
I wouldnt be in this dilemma.! 


1. Emendations: Only the first line of the song differs to any significant extent among the 
versions. T and M have O man dekhe Sune ghor gelo na, whereas LG has amar dekhe sune 
jan halo nd. It is interesting to note that in the table of contents to M, which like T was 
transcribed by Maniruddin Shah, jan is given in the title instead of ghor, but not in the text, 
suggesting that perhaps these variants originated with Lalan, who may have sung the song 
slightly differently on different occasions. [The Bengali version provided in this publication 
gives a third alternative: O man amar dekhe sune ghor gelo na.] 
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O man amar dekhe Sune j#a@u halo na 


“Spoiling milk with cow piss” is yet another metaphor for spilling semen. 
The same image is used in at least one other song by Lalan: “Man amar 
tui korli e ki itarpana” [LG no. 61]. (On milk as a metaphor for semen, see 
“Madhur dil dariyay” [LG no. 16; 93]; see also O’Flaherty 1980, 22-24.) 
Madan is an epithet of the god Kama, who incites lust, and the “owner of 
the land” is the Lord (sai). “Love” (rag) signifies intercourse involving semi- 
nal retention, while “lust” (kdém) connotes sex that ends in ejaculation. 

[Sources for the original Bangla version: Salomon’s manuscript; T:93, 
no. 169; Mitra: 158-159; M 188; LG no. 91; LSOLG vol. 2, no. 247] 
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o man tin poray to khati hale na 
na jani ar karme tomar 

ki ache tao bujhlam na || 

loha jabda kam§ar-sale 

ye paryanta thake jvale 

svabhab yay na ta marile 
temani man tui ek-jana || 


anumane jana gelo 
curasi lakser phero parilo 
ar kakhan ki karbi balo 
hay na se bibecana II 


deb debatar basana ye 
manus-o janmer lagiye 
lalan kay se manus haye 
manuser karan janle na || 
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O my mind, 

refined three times 
and still not pure— 
I can't imagine 
what you did wrong 
in your last life. 


The iron in a blacksmith’s shop 
is pliable as long as it’s hot. 
Some people have natures 

even death can’t change. 

You, my mind are one of them. 


I figure you made the rounds 
8,400,000 times to get this birth. 
Tell me, what will you do with it, 
and when will you do it? 

You haven't given it a thought. 


Even the gods want to be human 
Lalan says, You were born a man, 
but you don’t act the part.? 3 


1. Alt. trans.: “I can’t imagine what you did in your last life.” 


2. manuser karan jenle [or janle] na: Alt. trans. (more lit.): “You didn’t learn to act the part, 
and you didn’t learn how a man should act.” The line translates literally: “You didn’t learn 
the actions (karan) of a/the man.” In Lalan’s songs karan is often synonymous with sadhana 
“religious practice” (cf. Lalan’s song “Manuser karan se ki sadharan” [LG no. 456; 103]). 
Thus the underlying meaning of the line is “You didn’t learn the worship a man’s supposed 
to do,” or “You didn’t learn the worship of the Man.” (That is to say, “You didn’t learn how 
to worship god.”) 


3. [Emendations:] LPhKK: In the last verse Mitra misreads debatar as deb tar. LSOLG: In the 
last verse read jenle for karle. 
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O man tin poray to khati hale na 


According to Khoda Baks, “refined three times” refers to the three times in 
the birth process when a soul experiences pain: before conception when it 
is contained in the father’s semen, when it is in the mother’s womb, and 
during birth. “8,400,000” refers to the number of times a being is reborn 
in other forms before it attains human birth. Since a human body is essen- 
tial to gaining liberation, “even the gods want to be human.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T7:24, no. 44; LPhKK, 251; LSOLG vol. 2, no. 261.] 
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kare aj Sudhai se katha 

ki sidhane pabo tare 

ye amar jiban data || 

sunte pai papi dharmik sabe 
illine sijjine yabe 

ubhay sab kayedi rabe 

atal prapter kai ksamata I 


illin sijjin sukha dukher thai 
kon-khane rekhechen sai 

hetha keena sukha dukha pai 
kothakar bhog bhugi kotha || 


yakhankar pap takhan bhugi 
sisu takhan hay kena rugi 
lalan bale bojho dekhi 
kakhan sigur gonakhata || 
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Who do I ask this question, today? 
What kind of worship 

can I win him with— 

the one who gave me life? 


I hear sinners go to hell 
and saints to heaven. 

But both end up in prison. 
They're powerless to reach 
the steady state. 


Heaven’s a place of joy 

and hell of sorrow. 

But where did the Lord put them? 
Why do we feel joy and sorrow here? 
If you have a good time somewhere 
do you suffer for it elsewhere?! 


If we suffered on the spot 

for the sins we commit, 

why does a baby get sick? 
Lalan says, Try to understand! 
When did the baby sin?? 


1. kothakar bhog bhugi kotha: lit. “Where do we suffer for having a good time somewhere?” 
In this line Lalan puns on kotha, “where” and its possessive form kothakar, “of where,” “of 
somewhere,” and pejoratively “of some godforsaken place.” He also plays on bhog, “enjoy- 
ment,” “sensual pleasure,” and bhugi, “I/we suffer,” both from the same root bhug “to enjoy,” 
“to suffer” (< Skt. bhuj). Alt. trans.: “If you have a good time somewhere, do you suffer for 
it somewhere else?” 


2. [Emendations:] J! is the exemplar for this song. Verse 1: The first line should read as in 
LSOLG and in Khoda Baks’s oral version: sunte pai papi dharmik sabe. J has pap instead of 
papi. T and LG omit the word between pai and dharmik entirely. For kayedi (J kaydi) T has kay 
aden, which is probably a corruption of kaydd or kayddi; LG has kay adh. This is obviously an 
error for kaydd (kayed), which is the variant given by Khoda Baks. For J’s reading atal-prapter 
T has atal-praépto and LG and LSOLG have atal-pratir. Verse 2: For bhog LG has pdp. Verse 
3: For gonakhata LG has gonar khata, mistaking khata “sin” (Ar. khata’) for its homonym 
meaning “ledger” (Ar. khatt “writing”). 
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Kare aj Sudhai se katha 

In this song Lalan argues that only the law of karma can account for man’s 
suffering. He rejects the belief that dead souls go to heaven or hell, which 
he refers to by the Arabic terms illin (the Bengali form of Ar. ‘Illiyun) and 
sijjin [Ar. Sijjin]. (In the Qur'an, 83:18-19 and 83:7-8, ‘lliyun and Sijjin 
are the places where the records of the pious and the wicked are kept.) He 
says that heaven is as undesirable as hell, for it is not possible to catch the 
Lord and “reach the steady state” (atal prapta) as long as one is confined 
to either place. This can only be accomplished before death by becoming 
“dead while alive” through the practice of Baul sexual rituals. Furthermore, 
heaven and hell are only hypothetical places. They cannot be located on 
any map; thus there is no way to prove that they exist. The “joy and sor- 
row” we experience in our lives, however, is not hypothetical. We suffer 
here on earth for having “a good time somewhere,” that is, for committing 
sins in another birth. If we suffered “on the spot for the sins we commit,” 
and not in another life, then how can one explain why a baby, who is too 
young to have sinned, falls sick? Lalan implies that life itself is hell for 
those who haven't freed themselves from karma and reached the “steady 
state.” Abdul Karim Shah, commenting on this song, explained: “Children 
are born and then die; this is the human life cycle. It’s called hell. But the 
person who reaches heaven won’t be born again.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T?: Go, no. 13; LPhKK, 186; J! no. 335; LG no. 238; LSOLG vol. 2, 
no. 23.] 
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kare Sudhabo re marmakatha 
ke balbe amay 

yare Sudhai sei bale na 
marma kotha pai |l 


ye dine sai nirakare 
bhesechilo dimba bhare 
ki rip theke tar majhare 
ki rip ganya hay || 


setara rip chilo yakhan 

gahana rip pak pafijatan 

akar ki nirakar takhan 
sehi dayamay || 


jagatpati sobahane 
barakatke ma ballen kene 
tar pati ki nay se jane 
lalan bhabe tai || 
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Who can I ask the mystery? 
Who will tell me? 

No one I ask will say. 

How can I find out? 


On the day the Lord floated 

in an egg in the void, 

what shape did he have? 

What shape did he take in the end? 


When the shining star appeared, 

the Five Holy People were its ornaments." 
Did that Merciful One have form then 
or was he formless? 


Why did the Father of the World— 
glory be to him— 

call Barakat “mother?” 

Wasn't he her husband? 

Lalan keeps wondering.” 


1. setara rip chilo yakhan gahand riip tar pak panjatan: The line is ambiguous. It could also be 
translated: “When (the Lord) had the form of a shining star, the Five Holy People were his 
ornaments.” Although “the Lord” (sdier) is not explicitly expressed, it seems to be implied 
from the context. 


2. Emendations: I have no manuscript source for this song, but I discussed the text with 
Khoda Baks. The following emendations to the two published versions cited are based on 
his version, which makes the best sense in terms of the mythology. LG: In verse 1 for ki ripe 
ganya hay read sese ki rip hay; in verse 2 for se tar rip read setara rip, for bahan rip tar pay 
panjatan read gahana riip tar pak paajatan, and for barakat ke read barakatke. LSOLG: In 
verse 1 for par kdche ydi se rag kare kather marma na pdoya read yare sudhdi se bal e nad marma 
kotha pai. In the last verse for tar ki mata nai nirjane read tar pati ki nay se jane. 
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Kare Sudhabo re marmakatha ke balbe amay 


See the annotations to “Mayere bhajile hay se baper thikana” (LG no. 115 
[104]) for a discussion of the cosmic egg. The “void” (nairakar) refers to 
the fourth of eleven stages of creation termed kdrs after the final syllable 
in the name of each stage. See the introduction for an overview of this 
theory of creation.? Duddu Shah (Jahangir 1964, no. 179) describes the 
stage nairakar in this way: 


After darkness, haze, and fog 
comes the void. 

How to describe the stages? 

What was created in each of them 
and how was it done? 


The egg wasn't really in anyone’s womb. 
So who supported it as it floated in the void? 
Whom did the Lord call “mother?” 


According to Khoda Baks, when the Lord was in the egg, he had the 
shape or form of light. This interpretation is corroborated by another song 
by Lalan ([“Ke bujhe tomar apr lile,”] LG no. 202): “You were a light in the 
void. You incarnated in the egg.” The answer to the question “What form 
did he take in the end?” is that of the Creator called Nirafijan or Brahma 
(see the annotations to “Mayere bhajile ...” [104]), as a song attributed to 
Lalan (Talib 1968, vol. 1, no. 264) makes explicit: “I heard when the egg 
hatched he had the form of Brahma.” 

A “shining star,” made up of the Five Holy People, the preexistent forms 
of the Prophet, Fatima, Ali, Hasan, and Husayn, who are described as the 
ornaments, also appeared when the egg broke: “Halim says, The Five 
People were in the blue sky in the guise of a shining star. They were five 
merged into one, so the scriptures say” (Caudhuri and Hak [1985], no. 103). 
Fatima, Ali, Hasan, and Husayn represent the four elements—earth, air, 
fire, and water—while Muhammad is Divine Light. Poets differ somewhat 
as to the ornaments that the Five Holy people are associated with and 
their location on the star, which has anthropomorphic shape. According 
to a song attributed to Lalan (Mansuruddin 1984, no. 205), Hasan and 
Husayn are the earrings on the star’s ears, Ali is the necklace around its 


3. [This introduction is absent from Salomon’s manuscripts.] 
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neck, and Muhammad the crown on its head. Fatima, not identified with 
any ornament, is in the middle of the star. According to Pafija Sah (1890, 
49), instead of a star, the Five Holy People ornament a luminous peacock: 


In the peacock’s nose was a nose pin. 

It’s known as Hazrat Ali. 

Hasan and Husayn are known as the two arm ornaments. 
The Prophet Muhammad was on the head. 

Mother Fatima was inside. 


In the song under discussion, Lalan seems to suggest that the star itself 
represents the Lord. Other poets identify it with Muhammad or Fatima. 
According to a song [“O nabi diner rasul”] attributed variously to Lalan 
(LSOLG vol. 1, no. 32) and Hatem (Haque 1985, no. 77), the star and the 
peacock were different forms of the Prophet at different stages of creation: 


First the Prophet was Allal’s light, 
second a flower of the Tuba tree,* 
third the necklace of a myna bird, 
fourth a star, and fifth a peacock. 


(For another source describing the Five Holy People as ornaments on a 
star, see Sariph 1969, 55.) 

In contrast, Ramjan (Sariph 1973, 5, no. 2) equates the star with 
Fatima: “At first, mother, you were a star. That’s why your name is Zohura” 
(Ar. zahra,“luminous”; al-zahr@’ is one of Fatima’s epithets). It is interest- 
ing to note that the association of the pre-existent forms of the Holy People 
with ornaments worn by Fatima can be traced to Arabic sources. In several 
texts (e.g., Suyuti, La’ali 1, 395-396; Dhahabi, Mizan, II, 495-496; Lisan 
al-Mizan, III, 346; cited by Rubin 1975, 99) the image (siira) of Fatima is 
described as a body of light wearing a crown on her head representing Ali 
and two earrings symbolizing Hasan and Husayn. 

At a performance of Baul songs in Jhinaidah in 1986 I heard 
Mahendranath Goswami relate a story about an argument between Fatima 
and Gabriel as to whether Gabriel or Muhammad is older. Mahendranath 
refers both to the tradition that associates the Holy People with orna- 
ments that adorn Fatima and to the tradition that identifies the setara 


4. The name of a tree in Paradise. 
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with Muhammad. The story is as follows: In order to prove to Gabriel that 
Muhammad is older than he is, Fatima describes the creation of the cos- 
mic egg from the Lord’s semen (bindu), which she as the Sakti supported 
on her chest, and the subsequent emergence of the other four Holy people 
when the egg hatched. She says that it was through her that Muhammad, 
Ali, Hasan, and Husayn became manifest and that they were her orna- 
ments: “The Prophet was a rose on my head, Hasan and Husayn were 
golden earrings on my ears, and Ali was an ornament on my nose. There 
was no one else. Uncle Gabriel was born later.” When Gabriel is not con- 
vinced, Fatima takes him to Muhammad, who asks Gabriel what he saw 
after he was born. Gabriel replies that he saw a shining star (niirer setara). 
Muhammad says that he was the star, thus settling the argument. 

The answer to the question “When the shining star appeared ... did 
the Lord have form then or was he formless?” is found in a verse of another 
song by Lalan (LG no. 202), the first half of which was previously quoted. 
The entire verse is as follows: 


You were a light in the void. 

You incarnated in the egg. 

In a subtle form you created the world. 
Formed, you showed amazing love. 


Lalan refers to three stages in the manifestation of the absolute: nirakar 
“formlessness,” sakar “with a subtle form,” and dakar “form.” When the 
Lord emerged from the egg as the Creator along with the five Holy People, 
he was sakaér—that is, he had a subtle form. 

“Barakat” (blessings; auspiciousness) is an epithet of Fatima. She 
is both the mother and wife of the Lord, as Fakir Cad (Sariph 1973, 8:1, 
no. 30) explicitly states: “Fakir Cad composed this song. There was no one 
before mother. It’s forbidden to tell the secret. Khoda was her husband and 
her son.” She is the Lord’s mother because she was the womb out of which 
Nirafijan was born. And she is the Lord’s wife because creation proceeded 
from their union. (See also LG no. 153 [“Dil dariyay dube dekho na,” 68] for 
another riddle on the dual role of the Sakti.) A similar notion of cosmogony 
is found in Tantric Buddhist and Sakta traditions. In Tantric Buddhism, 
Prajfia is first the wife and then the mother of Buddha, and in the Saktism, 
Adi-Sakti is the mother and wife of Siva (Das Gupta 1974, 97n5). 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 223; LSOLG vol. 2, no. 71; LS no. 27] 
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kasi ki makkay yabi man calo re yai 
dotanate ghurle pathe 
sandhye belay upay nai || 


makkate dhakka khele 
yete cdo kagi-sthale 
zmani hale kal katale 
thik nd mane kotha bhai || 


naibidya paka kala 

ta dekhe bhole bhola 

sinni bilay daraga-bhola 
tao dekhe man khalabalay || 


cul peke hale huro 

na pele pather muro 
lalan bale sandhi jene 
na pele jal nadir thai |I 
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Mind, 

are you going to Kashi’ or Mecca? 
Well, come on! Let’s go! 

If you travel the road 

torn by indecision, 

you'll be left stranded? 

when evening falls. 


You were pushed around in Mecca, 
now you want to go to Kashi. 
What’s the sense, brother, 

of wasting your time 

caught in a trap like that? 


Hindu offerings of ripe plantains 
leave you spellbound. 

Offerings of sweets? at a pir’s tomb 
make your heart pound.‘ 


Your hair's turned gray. 

You've grown old. 

But you still haven't found 

the end of the road. 

Lalan says, You didn’t learn the secret 
of getting water from the river. 


[Salomon’s manuscript and annotations for this song are missing. Sources 
for the original Bangla version include: LG no. 10; LS no. 473.] 


1. [Kashi (Kasi) is another name for Benares or Varanasi.] 


2. Alt. trans.: “You'll be hard put”; “you'll be in a jam”; “you'll be stranded there”; “you'll be 
stuck there.” 


3. Lit. “shinni.” 


4. Alt. trans. (more literal): “You see Hindu offerings of ripe plantains and you’re absolutely 
spellbound. You see offerings of sweets at a pir’s tomb and they make your heart pound.” 
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dotanate pare bhabi ai bhabana || 


keu bale makkay yeye 

haj karle yabe gona 

keu bale manus bhaje 
manus hao na || 
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What should I do? 
Which way should I go? 
I can't make up my mind. 
I keep mulling it! over, 
torn by indecision. 


One says: Make the hajj to Mecca, 

and your sins will be washed away. 

A second says: Why don’t you worship man 
and become a proper person? 


A third says: Recite the Qur’an 

and the comforts of heaven will be yours. 
A fourth says: The joys of that place 
don't last, brother. 


A fifth says: Go to a murshid, 
to get the right address. 

But that gullible fool Lalan 
remains torn by indecision. 
He just doesn't catch on.? 


1. [Salomon’s manuscript and published editions give the complex vowel ai for the pronoun 
oi, which is common in archaic Bengali.] 


2. Emendations: The only variant among the versions is in the last line of the refrain. T 
has: dotanate pare bhabi ai bhabana. H1 and LG have: dotanate bhabchi base ai bhaband. The 
difference in meaning is slight. Either or both may be original. I have translated the T vari- 
ant. In the final verse, instead of adh thikdna “half the address” (translated as “you'll be half 
the way there”), the oral version sung by Mahendranath Goswami has mill thikdnd, “main” 
or “original address.” 
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Ki kari kon pathe yai 


On “heaven” as offering only ephemeral pleasure, see also “Ebar ki 
sadhane Saman jvala yay” [LG no. 453; 33]. On Lalan’s attitude toward the 
guru or murshid see the annotations to “Nabir ain karo bojha sadhya nai” 
[LG no. 209; 78]. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: 157: 31; LG no. 12; LSOLG vol. 2, no. 224; KhB.] 
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fat at STS SG 
Aw CS ACA II 


SUAS ANG CICS ANT 
inal CPT C UIC UT 
Ae BA SMA CGT 

CAC Al BT BIG 


kuler bou chilam bari 
halam nari narar sathe || 
kuler acar kuler bicar 
ar ki bhule sei bholate || 


bhaber nari bhaber nara 
kul nasalam jagat jora 
karan tar ulto dara 
bidhir phara katbe yate I 


hayechi narar-o nari 
parane parechi dhari 
dibo na acai kari 
berabo caitanya pathe || 


aste nara yete nara 
dudin kebal jorajora 
lalan kay 4ga gora 

jene matha hay murate Il 
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I used to stay at home 

playing the role of good wife. 

Then I took up with a shaveling man. 
The conventions of family life— 

They no longer entice me.' 


We're a shaveling couple filled with love.? 
I disgraced my family the world over. 
Shavelings worship in the reverse way,’ 
to escape from fate’s dangers.* 


I became a shaveling’s woman 
and put on a plain cloth. 

I won't pay the midwife’s fee. 
I'll travel Caitanya’s path.° 


You're bald when you come 

and bald when you go. 

You're together just a short time. 

Lalan says, You have to shave your head 
and know precisely why. 


1. Alt. trans.: “beguile”; “delude”; “tempt.” 


2. bhaber nari bhaber nara: lit. “A shaveling woman of love and a shaveling man of love” (cf. 
the line in “Til pariman jaygate ki kudaratimay” [LG no. 134; 64]: bhaber nara bhab diye beray, 
“The shaveling’s a man after love; he gives love wherever he roams’). 


3. karan tar ulto dara: lit. “his or her (i.e., the shaveling’s) worship is the reverse way.” 


4. bidir [i.e., bidhir] phara, translated as “fate’s dangers,” refers to grave danger, possibly 
resulting in death, that is written in one’s fate. Phara kata means “to pass over that danger.” 
5. dhari: i.e., dhoti, “loincloth.” 


7, 


6. Alt. trans.: “the road to awareness”; “the road to consciousness.” 
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Kuler bou chilam bari 


Unlike many of Lalan’s songs, this sequel to “Kuler bou haye man” 
[LG no. 14; 45]’ expresses success rather than failure and decisiveness 
rather than ambivalence (see the discussion of Lalan’s style in the 
introduction,’ and the annotations to “Kuler bou haye man’). As in that 
song, Lalan takes the persona of the “good wife.” In the song under 
discussion she has renounced householder life and run away with the 
nara (shaveling man), becoming a nat (shaveling woman), without any 
regrets at all. 

“Love” in “We’re a shaveling couple filled with love” translates bhab 
(Skt. bhava), a key term in Baul songs. The state of bhab requires renun- 


” 


ciation of jati (“caste,” “religion”) and kul (family); it also requires sadhana 
(see the discussion of the “the reverse way” below). A married householder 
couple cannot attain it, since their relationship is characterized by selfish 
motives (hetu) and lust (kam, i.e., the ejaculation of semen), which result 
in procreation. This is the antithesis of the relationship of a couple who 
has attained bhab. The shaveling woman, like Radha and the other gopis, 
is another man’s wife (paraktya); the illicitness of the couple’s relationship 
automatically puts it outside the “conventions of family life” and the stric- 
tures of society. By eloping with the shaveling man, the protagonist has 
burned her bridges; she has “disgraced her family,” thereby irrevocably 
severing her ties to it. 

“The reverse way” (ulta: [also ulto] dhara) refers to the hathayogic prac- 
tice of arresting semen and returning it to the sahasrar by means of the 
middle tube, the susumna. When the sadhika is menstruating, the sadhak 
draws a drop of menstrual blood into his penis and takes it together with 
his semen back up to the head. Thus, in reverse of the ordinary sexual 
process, instead of losing fluids, the male practitioner takes in fluids like 
the female, and the female, instead of taking in fluids, loses fluids like 
the male. Not only the direction of flow of sexual fluids but also the usual 
position of sexual intercourse is reversed; the woman is on top instead 
of the man, a position termed biparit rati [< Skt. viparita-rati] (reverse 
intercourse). By making the sexual fluids flow upward (wjaén) rather than 


7. [“Kuler bou haye man” (45) is actually the next song in this compilation according to the 
Bengali alphabetical order adopted for this compilation (cf. note 8 in the annotations of 
“Kuler bou haye man’).] 


8. [This introduction is absent from Salomon’s manuscripts.] 
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downward (bhata), the practitioner also reverses the procreation process 
and thereby escapes from “fate’s dangers,” that is, death.? 

The “plain cloth” indicates the protagonist's status as a renouncer liv- 
ing simply, without material possessions.” (For the significance of the 
“midwife’s fee,” see the annotations to the preceding song [i.e., “Kuler 
bou haye man”].) “Caitanya’s path” is a double entendre; Caitanya is the 
name of the sixteenth-century Vaisnava reformer, but here it is also used 
in its literal sense, “consciousness.” Caitanya’s path therefore is the “path 
to consciousness,” “awareness,” “knowledge.”" 

Lalan’s statement “You're bald (nara) when you come,” that is, when 
you are born, and “you're bald (nara) when you go,” that is, when you die, 
indicates that nara, in addition to denoting a particular Vaisnava group, 
has the metaphorical sense of “alone,” “without any associates” or “off- 
spring.” As such, it is a synonym of lasarik (see the annotations to Lalan’s 
song “Madinay rasul name ke elo bhai’ [LG no. 204; 92]) and can refer 
either to an adept who has no children or to the inner adhar manus, as 
in Lalan’s song “Til pariman ek jaygate ki kudaratimay” [LG no. 134; 64], 
where it occurs in the phrase nara thakur “the shaveling Lord.”” In the 
bhanita, Lalan warns practitioners against shaving their heads,’* mean- 
ing taking renunciation, under false pretexts. The false sadhu is a stock 
figure in Lalan’s songs (see for example “Phereb chere karo phakiri” 
[LG no. 444; 87]), as in Indian literature in general. 

[Sources for the original Bangla version include: LG no. 396; LS no. 751; 
LPhKK no. 195; KhB.] 


9. [This paragraph is followed by four questions that indicate Salomon’s intended directions 
for further research: “What does escaping death mean? Is there a belief that the sadhak gains 
an immutable body different from his physical body, as there is in Nath tradition? How does 
woman escape time and death? Does she also practice ujan sadhana?” 


10. [In her manuscript, Salomon adds the following question in parentheses: “Check exactly 
what a dhari is and what Lalan-panthi phakiranis wear.”] 


u. [As with note 7, she asks: “Check whether this is in fact a double entendre. Is it correct to 
translate it as Caitanya’s path?”] 


12. The word nara is understood by fakirs today only in its metaphorical sense. Karim 
explained that a nara has nothing and nobody (tar kichu nei, keu nei); he is lasarik (“without 
associates” or “offspring”). Similarly, Sudhir Cakrabarti writes (1992, 97) that according to 
the Bauls he interviewed, Baul fakirs are termed nara phakir because they close off the door 
to procreation after taking initiation; nara means no births (see “Janmer ghare stinya”). 


13. In Lalan’s songs (see for example the song “Gaur prem athai ami jhap diyechi tay” [LG 
no. 167; 57]) shaving the head is a metaphor for renunciation, even though Lalan-panthi 
fakirs, unlike Vaisnava bartaman-panthis, do not shave their heads when taking initiation. 


45 
PM WS WI WA 


Kuler bou haye man 


PHA IG QCA AAT kuler bou haye man 

Bis BC facer ttebie EIA | ar kato dine thakbi ghare | 
CRUSIBT CABCET Bat AIT CA ghomta phele calo na re 
BS WS AE yai sadh bajare | 

PEM SA HA Maia kuler bhaye kaj harabi 
Safe ien Ka kul ki nibi sange kare 


Baa fair cl har 
as 6 Il 


0 re pastabe Smasane ye din 
phelbe tore I 


far BTA SHR SHG dis ne ar acai kari 
Aol TNE Ae A narar nari hao ye re 
Mea SI WH BC thakbi bhalo sarbakalo 
UCT ACA II yabe dire I 
Ped ¢ Ad Als BI kuler gaurab yar hay 
WHA 22 AT OIA guru saday hay na tare 
olety CIUIA BlOATa CAST lalan beray phatarar beray 


Fe OUT SI 


kul dhake re || 
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Mind, how much longer 

will you stay at home, 

playing the role of good wife?! 

Throw off your veil. 

Come on, let’s go to the sadhu’s market.? 


For fear of your pedigree, 

you'll lose your chance. 

Your family can’t go with you. 

On the day they toss you onto the pyre— 
then you'll regret it. 


[Don't pay the midwife’s fee anymore, 
and become a shaveling’s woman. 
You'll stay happy all the time, 

and they will go far away. * 


The guru shows no compassion 

to those who take pride in their birth.° 
Lalan wanders around, 

but he keeps his family concealed 

behind a fence of dried banana leaves.® ’ 


1. “Good wife” translates kuler bou, lit. “wife of a good family.” The word kul, “family” is a 
leitmotif in the song. 


2. “Sadhu” translates sad, which is a double entendre. It is both a tadbhava derived from 
sadhu (see also the songs “Ei ki din nabi karlen jari” [LG no. 208; 24] and “Pap-dharma yadi 
purbe lekha yay” [LG no. 386; 83], as well as “Ar ki basbo eman sadh bajare” [LG no. 388] 
LPhKK, 152) and a semi-tatsama of sa@dh “desire,” “choice.” Alt. trans.: “sadhu’s marketplace.” 
[In the Bengali version provided sadh is given for séd.] 


3. kaj harabi. 
4. [The translation of this verse is missing from Salomon’s manuscript, and an attempt has 
been made to reconstruct it from the original Bangla using her annotations and emenda- 


tions as a guide. Also see Salomon’s translation of the second verse of song no. 44, in which 
several of the same terms are used.] 


5. kuler gaurab. 


6. The bhanita contains a play on the word beray, which is used twice in two different 
senses: “he wanders” and locative instrumental of bera, “fence.” “Dried banana leaves” trans- 
lates phatara, which is an East Bengali dialectal word used in the districts of Kushtia, Jessore, 
Comilla, Noakhali, and Mymensingh (Shahidullah [1968al, s.v. phatra, def. 4). 


7. [The following note is found in Salomon’s manuscript, accompanying the exemplar:] The 


= ion 


metrical form of the song is unusual. This form is used also in “Yete sadh hay re kasi” [119], 
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Kuler bou haye man 


This song and the following one, which is its sequel,® form a connected 
narrative in which conflicted feelings and indecision regarding renun- 
ciation expressed in the first song are resolved in the second one. Neither 
women of Lalan-panthi nor women of other bartaman-panthi groups veil 
their faces or wear burqas, since they view men and women as equals. 
Lalan tells the “good wife” to renounce householder life and to leave her 
family for the “sadhu’s market,” that is, for the community of sadhus 
(sidhu-samaj; see Lalan’s description of the sadhu’s market as a place of 
joy and light in “Ar ki basbo eman sadh bajare” ([LG no. 388;] LPhKK, 
152). Like the medieval Bhakti poets of North India, Lalan stresses the 
benefits of sadhu-sanga, the company of sadhus, for the adept’s progress 
on the path of sadhana. When Lalan says “You'll lose your chance,” he 
refers to the chance to do sadhana. Householder life only leads to death, 
and “your family can’t go with you” when you die (cf. the line in the 
song “If only I could get Gaurcid” [“Yadi gaurcadke pai,” LG no. 326; 
109]: “You're born, you die. Does your family go with you?”). Sadhana is 
the only means to escape from the cycle of birth and death and to avoid 
being tossed onto the pyre. Bauls, like sannydsts in general, bury their 
dead; Openshaw (2002, 136) reports that some Hindu bartaman-panthis 
are so repelled by the practice of cremation that they take initiation (bhek) 
to avoid it. 

“Shaveling” (nara, nerd, or nyara, fem. nari, etc.) refers to a Bengali 
Vaisnava group that existed into the nineteenth century but has since 


which, probably not coincidentally, is the preceding song in both manuscripts. As in tripadi, 
each line is divided into three feet with two lines comprising one verse. But, unlike tripadi, 
the third foot is no longer than the others. The manuscripts indicate the end of a line with a 
single dari and the end of the verse with a double dari but do not indicate the feet. However, 
when KhB sang “Kuler bou haye man,” they were clearly apparent as he marked the end of 
each foot with a distinct pause. Although the first two feet of a line usually have end rhyme 
(note that in line 4 of “Kuler bou haye man” the rhyme is assonantal), they do not always 
rhyme. For example, the first two feet of each line in the refrain of “Kuler bou haye man” as 
given in the manuscripts do not rhyme, nor do the first two feet rhyme in the line “adhin 
lalan palo tamani pike helay helay” in “Yete sadh hay re kasi.” However, the end of all 
lines rhyme. The number of syllables in each foot is somewhat flexible, as syllables can be 
lengthened or shortened when sung. In general, the first foot of the first line of each verse 
has seven or eight syllables, and the second and third feet each have four syllables. The first 
and second feet of the second line of every verse have four syllables plus or minus one. The 
third foot invariably has four syllables. 


8. [Kuler bou chilam bari,” song no. 44. This “sequel” is actually the previous song in this 
compilation according to (Bengali) alphabetical order.] 
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disappeared. According to legend,° in the sixteenth century Virabhadra, 
the son of Caitanya’s close disciple Nityananda, initiated 1,200 Buddhist 
Nerds and 1,300 Neris into Vaisnavism at Khardaha, a few miles north of 
Calcutta. When R. M. Martin described the Nerds in 1838 ([vol. 3], 177) they 
were readily identifiable as a distinct group due to their shaven heads. By 
the time Aksay Kumar Datta published Bharatbarstya Upasak Sampraday 
in 1870, however, it seems that they had discontinued the practice. He 
remarks [1987, vol. 1, 235-236] that the Nera (Vaisnavas) have beards 
and also long hair that they wear tied up on top of their heads. He further 
notes that like the Bauls they worship women (baulder nyay e sampradayero 
ti-sadhan pradhdn bhajan). His descriptions of Neras and Bauls are similar 
in respect to their appearance and practices. The exact historical connec- 
tion between the Nerds and the Bauls is obscure, but they both consider 
Virabhadra a seminal figure. Many Bauls, whether Hindu or Muslim, 
mention Virabhadra as their ddiguru, “original preceptor,” who gave legiti- 
macy to their sexual sédhana (BBOBG, 44). Duddu Shah (“Baul baisnab 
dharma ek nahe bhai,” Jahangir 1964, no. 19), quoting Lalan, says that 
Virabhadra knew the practices of the darbesi Bauls (i.e., Muslim Bauls).” 
In fact, the term nera is also used contemptuously to refer to Lalan-panthi 
fakirs and other groups of fakirs who do not follow the shari‘a and are 
known to have practices involving bodily substances. It was a choice invec- 
tive of nineteenth-century reformists for these groups (Ahmed 1981, 33). 
D. C. Sen (1917, 164) believes that the term applied to Muslim fakirs traces 
back to the shaven-headed Buddhist monks and nuns who converted to 
Islam, but there is no evidence, legendary or otherwise, to support this 
contention. 

The word nerd occurs in at least two other songs by Lalan besides 
this one; its sequel," “Kuler bou chilam bari’ [LG no. 396; 44], and “Til 


g. The legend recorded in Nityénandaprabhur Bansa Bistar attributed to Vrindaban Das 
(D. C. Sen 1917, 1641, and Chakravarti 1985, 154n3). Reference to the story is also found in 
the early eighteenth-century Sahajiya work Ananda-Bhairava by Premadasa [University of 
Calcutta Library, manuscript no. 3926; critical edition in Das 1972, 45-1]. A fair was held 
at Khardaha in commemoration of this event until early 1900, when it was discontinued for 
lack of funds (D. C. Sen 1917, 165). Bhattacarya (BBOBG, 51) holds that the Buddhist nerds 
and nerts who were initiated by Viracandra were Sahajiya Buddhists. D. C. Sen identifies the 
Vaisnava Neras with the Vaisnava Sahajiyas (1917, 165). 


10. darbest baul kriya birabhadra jane sei dhara darbes lalan sdir kathay, duddu jandy tai. It 
is interesting to note that Madhabbibir karca links Virabhadra to the Islamic tradition. 
According to the text, his guru was a Muslim woman named Madhabbibi (BBOBG, 376). 


u. [See note 8.] 
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pariman jaygate ki kudratimay” [LG no. 134; 64]. These two songs make it 
clear that Lalan uses the term also in a metaphorical sense (see the annota- 
tions to the sequel).” He says that a shaveling’s woman does not have to 
pay the “midwife’s fee” because a couple who is successful at the practice 
of seminal retention does not have children. Lalan evidently takes the role 
of the shaveling man who is trying to convince his mind, in the persona of 
the “good wife,” to leave her husband and elope with him. 

In the bhanita, Lalan expresses his inability to make a clean break from 
his life as a householder and confesses to feeling pulled in two directions. 
He has renounced but still maintains contact with his home. As a result, 
he “wanders around,” unable to make progress in sadhana or to properly 
take care of his family. Fences are built to protect the honor (ijjat) of the 
women of the house, but a “fence of dried banana leaves” is of the flimsiest 
sort; the slightest wind can blow it over. 

[Sources for the original Bangla version include: Salomon’s manuscript 
(typed exemplar); LG no. 14; LS no. 750.] 


12. [See note 8.] 
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Salomon’s MS for “Kuler bou haye man.” 
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Soa AT ac oC 


Ke aij kopin paralo tore 


Hwa Atta COMI 
old fes Harare FoR TSS TI 


AB A |S CA PTB 
Sorfats Gs GS TWA 

fc TUMTy caw @ Fe 
apfera afet A5 ACHAT Il 


Wel aaa featc fF 

RIS ca atcoa fexnfa 

Old CT ACT ACA CHC 
CHAT SNA SHAY PC ICA II 


Ba FATS ATT 
fee Bae wate caret 
WIA BAU De C Ale ACT CRT 
AT PA HO A PA Il 


ke aij kopin paralo tore | 
tar ki dayamaya kichu nai antare I 


eka putra tui re nimai 
abhaginir ar keu nai 

la dose amay chere re nimai 
phakir hali zeman bayese re |I 


mane ehai chilo tori 

habi re nacer bhikhari 

tabe keena biye kalli parer meye 
keemane 4ij Ami rekbo tare I 

tyajya kare pite mata 

ki dharma aij janbi kotha 

mayer kathay calo kopin khule phelo 
lalan kay ye rip tar maye kay re || 
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Who dressed you in that loincloth? 
Has he no mercy at all? 


You’re my only son, Nimdai. 

This unlucky woman has no other. 

What sin did I commit that you left me, Nimai, 
to become an ascetic! at such a tender age? 


If it were your intention 

to become a beggar on the street, 

then why did you take 

another man’s daughter in marriage? 
Now how will I look after her?? 


For what religion 

are you abandoning your parents, 
and where are you going?? 

Listen to your mother. 

Take off that loincloth. 

Lalan says, 

That’s what any mother would say.* > 


1. phakir. 


2. kemane aij dmi rekbo ghare: lit. “How will I keep her at home today. [The Bengali ver- 
sion chosen for this song gives tare for ghare, which accords with Salomon’s nonliteral 
translation.]” 


3. Lit. “Abandoning your parents, what religion will you practice and where?” Alt. trans.: “and 
where are you wandering off to?” 


4. According to the variant of the line in LSOLG, the line translates: “(Do) as your mother 
tells you.” 


5. [Salomon’s manuscript of the Bangla exemplar contains the following parenthetical 
note: “Words given according to nonstandard orthography of the manuscript in order to 
indicate their pronunciation: keo, ehai, bhikari, kandi, rekbo, kota.” The editors have therefore 
kept some of these spellings for this song.] 
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Nimii, “(bitter) like a neem leaf,” is a nickname of Caitanya, given to him in 
infancy (Caitanya Caritamrta 1.13.16; Dimock [1999]) to ward off evil spirits. 
(Iwo other examples of unappealing, protective nicknames are mentioned 
in “Sakali kapale kare” [LG no. 418; 130].) The song under discussion con- 
cerns a major theme in Bengali Vaisnava poetry about Caitanya: his renun- 
ciation of householder life and its devastating effect on his mother and wife. 
Caitanya, whose given name was Visvambhar, was the second son of Saci 
and Jagannath Misra. After their eldest son became a sannydsi, Caitanya’s 
parents tried unsuccessfully to keep their youngest son from following in 
his brother’s footsteps by marrying him at an early age to Visnupriya. When 
Visnupriya died of a snakebite, a marriage was arranged for Caitanya to 
Laksmipriya. However, shortly after marrying her, at the age of twenty-four, 
he was initiated into the Bharati sampraday of the Daganami order of Sankara 
sannyasis by Kegava Bharati of Katwa and received the name Krsna Caitanya. 
Although Saci was unable to prevent Caitanya from leaving Nadiya, she did 
convince him to live in nearby Puri rather than in distant Vrindaban so that 
she could receive news of him from local bhaktas who visited him. 

In the song under discussion Lalan takes the persona of Caitanya’s 
mother, who is distraught over his sannyds, since it requires him to leave 
home and not return for twelve years (see also “Ki bhab nimai tor antare” (LG 
no. 318), where he also takes the persona of Saci). The loincloth is a sign of 
Caitanya’s renunciation. Indian renouncers wear it to symbolize celibacy. For 
the Bauls, it represents the saédhak’s control over semen as well as his femi- 
nization (see the annotations to “Ke tomay e bes bhiisane” [LG no. 221; 47)). 

In the bhanita, Lalan sides with Saci when he asks Caitanya to take off 
his loincloth. According to Jha (1995, 122), the implication is that Lalan sup- 
ports Caitanya’s abandoning sannyds and taking up the life of householder.® 
Although, as Openshaw notes (2002, 128-129), not all bartaman-panthis 
who take khilaphat or bhek leave householder life, Lalan is adamant that an 
adept must make a clean break with his or her former life (pirvasram) and 
that it is not possible to go back and forth between society (lokkul) and the 
guru’s community (gurukul). As he puts it in “Kon ktile yabi manaray” (LG 
no. 441): “Both shores of the Ganges don’t stay intact. One remains and 


6. nityananda sannyas parityag kare samsdar karechilen | byapartite lalaner samarthan dche. 
“Nityananda abandoned sannyds and became a householder. Lalan is in support of this.” 
Nityananda was a close companion of Caitanya. 
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the other collapses.”” And in “Ke tomay e bes bhtisane” he remarks: “If you 
come back [to householder life] you will shame both sides.” [At the same 
time he expresses the difficulty of relinquishing all former ties and con- 
fesses to being pulled in two directions. Addressing his own mind, he says 
in “Kon kile...” to “think it over and choose sides—why do you wander 
torn by indecision>”]® Moreover, the song under discussion is not the only 
one in which Lalan expresses his opinion concerning Caitanya’s renuncia- 
tion. He composed several other songs on the topic, and in each of them 
he views the incident from a different perspective. In the bhanita of “Ki 
bhab nimi tor antare,” which is also a lament by Saci, Lalan attempts to 
distance himself from her feelings; “What does poor Lalan know about 
the emotions felt in Nadiya>” In “Ki kathin se bharati na jani” (Jha no. 124, 
42) the lament is put in the mouths of the women of Nadiya. There is 
little that distinguishes it from the two previous songs mentioned until 
the bhanita, which gives it an unexpected twist. In it Lalan wishes he could 
have met Bharati himself, for Bharati would have dispelled his delusion.? 
“Dhanya mayer nimi chele” (LG no. 316) is the only song in the group to 
celebrate Caitanya’s renunciation with any mention of the traumatic effect 
it has on his mother. In the bhanita, Lalan makes no reference to his own 
feelings. Instead he speaks as a guru, teaching his disciples about the true 
nature of Caitanya: “Whoever says that (Nimai) is a sannydst who is an 
ordinary creature (or ordinary human),” Lalan says, “lands in trouble.”” 

[Sources for the original Bangla version include: Salomon’s manuscript 
and typed exemplar; V’ no. 85/87; Jha, 33; LG no. 320; LS no. 731.] 


” 


7. du kiilo thik ray na gane ek kil ray ar ek kil bhange. Note that kul (“family,” “lineage,” “soci- 
ety”) and kal (“shore,” “bank”) are homophonous in Bengali and are also not distinguished 
in the nonstandard orthography of the manuscripts. In some contexts the meanings overlap, 
and both words are appropriate. 


8. [This is a note in the margins of Salomon’s manuscript, with an arrow pointing to this line 
of the song’s commentary.] 


9. Jha suggests (1995) that Vaisnava songs by Lalan that do not contain Siraj Sais name in 
the bhanita were composed before he met his guru. If Siraj Sai were Lalan’s guru when he 
composed this bhanitd, it would be highly unlikely that he would slight him by wishing for 
another guru. [A note in the margins of Salomon’s manuscript indicates that this assertion 
should be cross-checked “with a fakir.”] 


10. “Ordinary human” is a free translation of jib [< Skt. jiva], literally “sentient being.” 
Openshaw notes (2002, 158) that bartaman-panthis consider a jib to be someone who is 
born from a womb and suffers death, i.e., discharge of semen as well as physical death. The 
Caitanya Caritamrta (3: 25-26) quotes Caitanya as saying, when he is in the bhab (emotional 
state) of a servant and does not recognize his own majesty, that he considers himself a jib 
trapped by maya. Lalan may be responding to this passage. 
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EC ATA RAT GACT 


Ke tomay e bes bhiisane 


THC WIT A CT GACY 
meat aay fT 

CR CR A DHT 
fast ore oac ac fat 


CH WAAC A FAT 
Boy BAM GAH Hist 
CAC HP ART aT 
OH a halt I 


Cl ACTA SCAT ACA 

TACT C Cl al Ola 
Teme 

BIE Feat Seay eh I 


CHURCY AN SAS OA 
West AM Yaw ATC 
He ACH IH CAC 
Agar REI SIMA I 


ke tomay e bes bhtisane 
sajailo balo Suni | 

jenda dehe marar basan 
khiraka taj ar dor kopint Il 


jenda marar posak para 
apan charad apani sara 
bhabaloke dhvaméa kara 
sune asambhab karani || 


ye maraner ager mare 
samane chobe na tare 
sunechi sadhur dvare 
tai bujhi karecho dhvani || 


sejeche saj bhalo-i taro 
mare yadi dubte paro 
lalan bale yadi phero 
dukul habe apam§ani || 
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Tell me! 

Who dressed you in these clothes? 
Dead man’s garb, 

khirgqa,’ cap, and loincloth? 

on a living man! 


Live men wearing dead men’s clothes, 
doing their own funeral rites,’ 

cutting themselves off from this world— 
these look like impossible acts. 


Yama won't touch a man 
who dies before his death. 
So I’ve heard sadhus say. 
Is that why you did this, 
you clever fellow ?* 


Your outfit suits you fine, 

if you can die before diving. 

But if you come back, Lalan says, 
you will shame both sides.° 


1. A long loose garment worn by Sufis. 
2. Lit. “waistband and loincloth” (dor-kaupin) [Salomon’s manuscript: dor-kopini]. 


3. Here Lalan uses the word charad (spelled churat in J, reflecting colloquial or dialectal 
pronunciation; < Skt. sraddha), the Hindu funeral rite. In another song on the same theme 
[LG no. 220, “Marar age male saman jvala ghuce yay”] he uses the Muslim equivalent, janaja 
(Ar. jandza). 


4. dhani. Here the word seems to mean “skillful,” “clever” (see BBhA [source unknown, 
probably the Bangla Academy’s Bamla Bhasdr Abhidhan], s.v. dhani, 1, def. 3) rather than 
“rich,” which is its most common meaning. See also LG no. 423 [“Kon sukhe sai karen 
khela ei bhabe,” 51] and “That unknown person whom the great sages never find ...” [LG 
no. 17; 111]. [The Bengali version above has dhvani “sound” for dhani.] 


5. [Emendations:] LSOLG: In verse 1 read dhvamsa kara for bhayamkdara, and in verse 3 taro 
for to re. 


236 CITY OF MIRRORS 


Ke tomay e bes bhisane 


This song is sung during the initiation ceremony of the Lalan Shahi fakirs, 
known as khilaphat [< Ar. khilafa, “succession”] or bhek. About thirteen 
years after a preliminary initiation ceremony (diksd), when the guru or 
murshid deems his disciple sufficiently advanced in the performance of 
Baul sadhana, the disciple undergoes another initiation ceremony, which 
symbolizes death to profane existence. On this day, called janajar din 
“funeral day,” the disciple receives a khirgqa, cap (taj, lit. “crown,” actually 
a piece of cloth tied around the head), and lungi (tahaban: see LG no. 220 
[“Marar age male Saman jvala ghuce yay”]) from the guru and a waist- 
band and loincloth (dor-kaupin) from the guru’s wife, who may perform 
the entire ceremony if her husband is no longer alive. (A woman can be 
a guru; however, male gurus are far more common.) A female adept is 
presented with a sari instead of a lungi. No waistband or loincloth is given 
to her, as these are symbols of the male adept’s control over semen. (On 
the androgynous symbolism of the dor-kaupin, see Murase 1991, 29-32. If 
a child is conceived after the khilaphat ceremony, the initiation is no longer 
valid and the disciple must begin his or her training over again.) These 
garments, made of plain white cotton and unstitched, are the clothes in 
which the dead are buried. In addition, the disciple receives a mendicant’s 
shoulder bag (acala) and a string of beads (tasbih). As the guru or guru's 
wife puts each item on the disciple, he or she whispers a blessing into 
the disciple’s ear. These blessings are composed in Arabic, or in a mix- 
ture of Bengali and Arabic, and are said to have come directly from the 
Prophet Muhammad. The disciple’s hands are then tied together to sym- 
bolize restraint, and his or her eyes are blindfolded so that he or she will be 
blind to bad influences. Blessings are also recited for each of these rituals. 
When a Baul who has undergone this ceremony dies, no janaja need be 
performed. 

To die before diving means to perform sexual sadhana without lust. 
The esoteric meaning of to “come back” is to ejaculate semen, to have 
offspring, or to return to one’s family after taking renunciation. “Both 
sides” refers to worldly and spiritual life (see LG no. 441 [“Kon kile yabi 
manuray”]). 

[Sources for the Bangla original version include: Salomon’s manu- 
script; KhB; J’; LG no. 221; LSOLG vol. 2, no. 155.] 
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CB AAMC AAT MOART ATT 


Ke banale aman ranmahal-khana 


CB AAC AAT TOART ATA 


Ral nH CHA la GAeT CAAT Il 


feat cocet =RQ athe 
AACS AAA YAS 
Baws ols og fe 
a WaT 


foo ofertas GTA CT CI 

QR Ae wala wat 

SAT Aa ac 
Ua AIDA I 


Co NST A AVIRA 

al Gif Ola ag PAT 

fa HA PI TA A Aes 
OM Sart I 


ke banale 2man ranmahal-khana 
haoya dame dekho tar Asal bena I 


bina tele jvalche bati 

dekhte yeman muktamati 

jalamay tar caturbhiti 
madhye thana || 

til pariman jayga se ye 

hadda ram tahar majhe 

kalay Sone andha dekhe 
nyamrar nacana || 


ye gathilo e rammahal 

na jani tar ramti keman 

siraj sai kay nai re lalan 
tar tulana || 
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Who could have built 

a hall of colors like this?! 
Control your breath 

and see his true form.? 


A lamp burns without oil, 
gleams like a pearl.? 

There’s water on all sides 
and in the middle, his place. 


In a space 

the size of a sesame seed, 
a myriad of colors. 

The deaf hear, 

and the blind watch 

the lame dance. 


I don't know what color he is— 

the fellow who built this hall of colors. 
Siraj Sai says, Lalan, 

he has no equal.* 


1. On the translation of rammahal [also spelt rammahall] as a “hall of colors,” see “A thief keeps 
breaking into the hall of colors” [“Rammahale sid kate saday,” 120], text note 1. Alt. trans.: For 
“hall of colors,” “palace.” For “a hall of colors like this,” “such a hall of colors” / “such a 
palace.” [In “Keena kacher manus dakcho sor kare” (49) the word rammahal is alternatively 
translated “pleasure hall.”] 


2. “True form” translates bend. I have found several occurrences of the word in Baul songs, 
including one other song by Lalan, “Hujure kar habe re nikas de na” [LG no. 433]. According 
to Hilali and Haq 1967, bend is from Ar. bind’ and means “foundation,” “basis,” “source,” 
“origin,” “beginning.” Karim Shah defined it as mil brttanto “fundamental element,” and 
Fakir Anwar Hossain (Montu Shah) as satya svariip “true form,” “true nature.” It is in 
these senses that the word seems to be used in Baul songs. For example, Duddu Shah says 
(“Nabir ain maphik,” Jahangir 1964, no. 170): “shari‘a has five fundamental elements (paiica 
bend): pilgrimage, profession of faith, fasting, prayer, and charity.” And Jaharaddin Shah 
(“Jante hay nabijir bena”) says: “You have to find out the true nature (bend) of the Prophet.” 
Alt. trans.: to see his true form. 


3. Alt. trans. (lit.): “looks like a pearl.” 


4. Emendations: The readings of M and J! are virtually identical. Published editions: In 
verse 1 LSOLG has courbhiti, whereas all other versions have caturbhiti. LG and LSOLG have 
khana for thand, the reading of the manuscripts and of Khoda Baks’s oral version. In verse 
3: LG has n@ jani tar for tar na jani given in all other versions. The third verse diverges some- 
what from the rhyme scheme of the song. The first three lines of each verse end in the same 
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Ke banale zeman ranmahal-khana 


For a discussion of the “hall of colors,” see the annotations to “A thief 
keeps breaking into the hall of colors” [“Rammahale sid kate saday,” 120]. 
Lalan admonishes the adept to control his breath in order to “see his true 
nature” because, as Bhattacarya explains (BBOBG, 431), “It is by breath 
control (specifically kumbhak, the retention of inhaled air) that the ‘Man’s’ 
presence can be known.” He further notes that the Man of the Heart reigns 
on the two-petaled lotus, but when the woman has her menstrual period, 
he descends to the visuddha, manipur, and finally the miladhar cakra. In 
order to experience his “true nature” (svariip), the saddhak must take him 
upward by means of breath control to his previous place. 

As mentioned in the annotations to “He who goes to the golden lotus- 
river” [“Ye jan padmahem sarobare yay,” LG no. 48; 112]), the “pearl” to 
which Lalan likens Divine Light is symbolic of the procreative power of 
water. (In pan-Islamic traditions it represents the luminous, spermatic 
substance of Muhammad from which creation springs; see Rubin 1975, 
115, and Schimmel 1985, 127.) 

For a discussion of the “space the size of a sesame seed,” see the anno- 
tations to “The primal Mecca is in this human body” [Ache adi makka ei 
manabdehe,” LG no. 295; 7]. The ulta imagery in the second verse of the 
song under discussion expresses the paradoxical nature of the ultimate 
reality as well as the paradoxical state of the adept, who is “dead while 
alive”; his senses are drawn inward, making him blind and deaf to the 
phenomenal world. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; M no. 259; J! no. 354; LG no. 152; LSOLG vol. 1, no. 163.] 


letter, which is usually a vowel but may also be a consonant, and the last lines of each verse 
rhyme with one another. In the third verse, however, the final letters of the first three lines 
are | (rammahal), n (keman), and n (lalan). 
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Kena kacher manus dakcho sor kare 


(SUPA) GS AAC OF OTA 


ACH AGHS BNA FI 


fant boca OT 
CAE CATH SUT CHT 
CHR AIR ACA 

wR fr opstroniiay 
CCR ACT RT AT HI 


RIGSA BICY ACA ANS 

(Sica) Diet fafgy eerw ane 
C TURP 

aft {Blt afer WA A 

BR AB AHI I 


Ua  Yaelat 
UR AT AB AAT 
PHA HA PA HA A ATT 
wake ace AGI 


keena kacher manus dakcho Sor kare 
(achis) tui yekhane se o sekhane 
khtije berao kare re |l 


bijali cataker nyay 
theke theke jhalak dey 
sei rammahal ghare 
aharnisi pasapasi 
theke dige hay na re I 


hater kache yare pao 

(tare) dhaka dilli khtijte yao 
kon anusare 

zmani buddhihin hali man re 

tui ei samsare Il 


gharer madhye gharkhana 
khtije dekho man ei khana 
ghare ke biraj kare 

siraj sai kay dekh re lalan 
tui ki rip se ki rip re 1 
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Why are you shouting 

at the top of your lungs 

for someone! nearby? 
Wherever you are, he is. 

So who do you roam around 
searching for? 


Now and then, 

like a flash of lightning, 

he lights up the pleasure hall?. 
You live with him 

day and night, side by side, 
but you haven't a clue. 


Why travel to Dhaka and Delhi 
to search for someone 

close at hand? 

My mind, in this life, 

you've taken leave of your senses. 


There’s a house within a house. 
Find out who lives there. 

Siraj Sai says, Lalan, 

how do you look 

and how does he?3 


1. manus. 
2. rammahal. 


3. Emendations: I have no manuscript source for the song. There are only two significant 
variants among the versions given in BBOBG and LG. At the end of verse 1, instead of the 
BBOBG and LSOLG reading na re, LG has more, which is clearly an error as it makes no 
sense in the context. In the last verse BBOBG has ei thana, and LG and LSOLG eikhane. 
Khana (Pers. khana, “house”) would make better sense in the context than the BBOBG read- 
ing thand, “station.” Since th and kh are paleographically similar and are often confused, it is 
possible that thénd is a misreading of khand. The LG reading eikhane, “here,” makes sense, 
but violates the rhyme scheme. 


244. CITY OF MIRRORS 


Keena kacher manus dakcho Sor kare 


This is another song about man’s search for God, who is immanent in the 
human body, a belief common to all three major religious traditions— 
Buddhism, Hinduism, and Islam—that influenced the Bauls. This song 
in particular bears striking similarity to Indian Sufi poetry composed in 
Persian that depicts the Sufi as the lover and God as the beloved residing 
in his own body. For example (quoted in Haq 1975, 79): “Day in and day 
out He is within me, but I am stupefied in His quest.” But it also contains 
a simile reminiscent of the Upanisads. Like Brhadaranyaka Upanisad 
2.3.6, it compares the Supreme to a flash of lightning. 

On the symbolic meaning of the “palace” (rammahal), see the annota- 
tions to “Rammahale sid kate saday” [LG no. 35; 120]. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 5; LS no. 191; BBOBG no. 165.] 
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carr cat aa waa be CaP TNS 


Kon dese sabi mandi calo dekhi ya 


tC Teas ws oe aA aS 
C uf ae oft a 
el alfa oraica fe 

mA TS El Il 


t SRT AT CTA 
BUNA ACIS SAC Aca ACA AI 
(SAT Ole) COB Il 


faaral ¢ A ACR RAT 

wR Pameac a 

TUM Vlg Sars aster 
PAC Il 


fac te ACH CST 

WIC WAT TR 

PHAN HAHA TMT TC 
Z We 


kon dese yabi manai calo dekhi yai 
kotha pir hao tumi re 
tirthe yabi sekhane ki 

papi nai re |l 


nari chere jangalete yay 
svapna-dos ki hay na sethay 

apan maner baghe yare dhare khay 
(takhan tar) ke thekay re || 


bibadi tor dehe sakal 

aharnisi karche re gol 

yathay yabi tathay pagal 
karbe tore I 


bhramiye baro base tero 

tao to saday sune phero 

siraj sai kay lalan toro 
buddhi ni re I 
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What land 

will you go to, my mind? 

Come on, let’s see 

where you become a saint. 

So you want to go on a pilgrimage? 
No sinners there, you say? 


Some men swear off women 
and retreat to the jungle. 
But do you think 

they don't have wet dreams? 
When the tiger 

of your own mind 

is devouring you 

who can stop him? 


Your adversaries 
are all inside you. 
They make trouble 
night and day, 
drive you crazy 
wherever you go. 


Traveling or staying put— 

it’s six of one, half dozen of the other.’ 
This you've heard over and over. 

Siraj Sai says, Lalan, 

You're such an idiot!? 


1. bhramiye baro base tero: lit. “Traveling is twelve, staying put is thirteen.” Cf. the analogous 
expression jaha bahanna taha tippanno, “Where there’s fifty-two, there’s fifty-three’ (i.e., fifty- 
two is no different from fifty-three). 


2. Emendations: J! verses 1 and 2 are in the reverse order in LG and LSOLG. In 
Mahendranath Goswam/s version, however, the verses occur in the same order as in LG 
and LSOLG. Either order is possible. I have translated these verses in the order given by 
Mahendranath Goswami, LG, and LSOLG. LG and LSOLG give totally different readings 
for the last two verses of the song, and neither of these versions bears any resemblance to 
the corresponding verses in J! no. 13 and Mahendranath Goswamf’s oral version, which 
differ only in the order of the verses. The version of the song given in BBOBG diverges 
significantly from the manuscript and oral versions only in the last verse. LSOLG also has 


248 CITY OF MIRRORS 

Kon dese yabi manai calo dekhi yai 
In this song Lalan ridicules pilgrimage and withdrawal from the world to 
practice celibacy. Lalan, comparing the mind to a tiger, says that if it is not 
brought under control, no matter where you go your “adversaries” (i.e., 
“the six enemies”) will “drive you crazy.” 


[Sources for the original Bangla version include: J1 no. 13; LG no. 9; 
LSOLG vol. 2, no. 227; BBOBG no. 182.] 


two additional verses not in any of the other versions. For verses 2 and 3 in the published 
texts read: 


bibadi tor (Mahendranath Goswami: ei) dehe (Mahendranath Goswami: ripu) sakal 
aharnisi karche re gol 
yathay yabi tathay pagol karbe tore // 


bhramie (J1 bhimare) baro base tero 
tio to sadai Sune phero / 
sirdj sai kay lalan toro 


buddhi nai re. 
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CPT FCA HS BEAT Cle AE OA 


Kon sukhe sai karen khela ei bhabe 


TC THA HS BAA Cle AE OK 


Bots area Grats Toe 
wratfel OR CF ACS II 


army ft o-sifereptert 
Wea ASS CHS ATA 
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Blot ¢ ART Sry ae 
By AT OF Sot AG 
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Ce (BR) AT ASS HAIL II 


kon sukhe sai karen khela ei bhabe 
apani bajay apani baje 

apani maje se rabe || 

namti suni la-garikala 

saber Sarik sei ekela 

apani taranga apani bhela 

apani khabi khay dube || 


tri-jagater ye rayaranga 

tar dekhi ghar-khani bhanga 
hay ki majar ajab ronga 
dekhay dhani kon-bhabe I 
apani cor hay apan bari 
apani ney se apan beri 

lalan bale ei nacari 

kai (ka-i) na thaki cup-cape Il 


Songs of Lalan Sai 251 


What pleasure does the Lord get 
from playing in this world?! 

Just look! He makes the music 

and he gets caught up in the sound. 


They call him? 

the one who has no partner. 
Everyone has a partner; 
only he is alone. 

He is the wave 

and he is the raft. 

He goes under, 

gasping for breath. 


The fellow 

who's emperor of the three worlds—* 

I see his house is run-down. 

My goodness! What a strange amusing show 
this clever man stages somehow. 


He robs his own house 

and he puts himself in chains. 

Lalan says, This showman keeps quiet.® 
He doesn’t breathe a word.’ 


1. Lit. “For what pleasure does the Lord play in this world?” 

2. Lit.: “His name is the one who has no partner (Ia-Sarikala).” 

3. Alt. trans.: “everybody.” 

4. rayaranga. 

5. “clever man”: dhani. See LG no. 221 [“Ke tomay e bes bhiisane,” 47]. 


6. “showman”: nacari, an obscure term occurring in only one other song, LG no. 458 [“Phero 
palo tor phakirite,” 86]. The translation is highly tentative. Bhattacarya (BBOBG, 1051) gives 
the dialectal variant lacari, which he takes to mean “mysterious doctrine” (rahasyajanak tat- 
tva). Since he gives no explanation of how he arrived at this definition, it seems that he 
merely guessed at the meaning from the context. 


7. In the Bengali text, the two sentences of the bhanité are in the reverse order. The verbs are 
in the first person: kai na@ (Tagore manuscript [gives] ne) “I don’t speak” and thaki cup-cape, 
“I keep quiet.” The subject of the sentence, however, seems to be e nacari, “This showman.” 
I have therefore translated the verbs as if they were in the third person: kay na and thake 
cup-caipe. 


252 CITY OF MIRRORS 


Kon sukhe sai karen khela ei bhabe 


The Lord is the Creator and is in everything he creates. He not only directs 
the show, but he is also all the actors in it and all the objects on the stage. 
He is sarbamay (all-pervading [< Skt. sarvamayal), sarbabyapi (omnipresent 
[< Skt. sarvavyapin]), and sarbabhite (present in all created beings [< Skt. 
sarvabhiite)). 

Lalan says that he “keeps quiet” and “doesn’t breathe a word,” for he is 
beyond the range of ordinary sense perception. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; V': 18; V?: no. 33; J no. 31b; LG no. 423; LS no. 550.] 
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ie ane CnC CEN a fc ta 
Khaki adamer bhed se bhed pasu ki bojhe 
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BNA CHR Seferet “Sty Reet 
BUAT Al SOR I 
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khaki adamer bhed 

se bhed pasu ki bojhe | 
adam kalebe khode khoda biraje || 
adam Sarir amar 

bhasay baleche 

adhar sai nije 

naile ki adamke chejda 
pherestay saje Il 

suni ajajil khasatan 
khake adam tan 

gathan gatheche 

abar sei ajajil saytan halo 
adam na bhaje || 

ab khak atas bader ghar 
ghatlo jan malek 

muktar kon cije 

lalan bale e bhed janle 
sab jane se ye Il 
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The mystery of Adam who was made from clay— 
is it a mystery an animal can understand? 
Khoda himself lives in Adaw’s body. 


Adams body is my body, 

said the Uncatchable Lord himself 
in plain words. 

Otherwise, would it have been right 
for the angels to bow down to him? 


I hear ‘Azazil had a pure body, 
while Adam’s was shaped from clay. 
Yet ‘Azazil became Satan because he didn’t worship him.? 


The master and redeemer? 

built the house 

out of earth, air, fire, and water. 

But from what material of his did he make the soul ?4 
Lalan Sai says, 

He who knows this mystery 

knows all.° 


1. [Salomon’s manuscript contains the footnote: “Is ‘himself’ too repetitive? Should 
I omit it?”] 


2. Alt. trans.: “for not worshipping Adam”; “because he didn’t worship him.” 
3. malek muktar. 


4. The first half of the verse literally translates: “He built the house from water, earth, fire, 
and air. From what material (kon cije) of the master and redeemer is the soul (jén)?” Lalan 
asks the same question in “Jante hay adam saphir atmakatha” [LG no. 286] but using Skt. 
atm instead of Persian jan. Ruhu (Ar. rih) is another term in Lalan’s songs for soul (see, for 


ay? 


example, “Aman din ki habe [re] ar” [LG no. 252]). 


5. [Emendations:] The manuscripts have only two minor variants. In verse 1, T has pheresta, 
whereas M’ has pherestar. In verse 3, T has muktar, a variant pronunciation of M’s reading 
moktar (genitive of mokta “redeemer”). Published editions: In the refrain LG has khode khoda 
for khoda khode. In verse 1, LG gives ddamke for adam ke. In verse 2, LG has gathan for gathio 
and omits moktar after malek. LSOLG and KSh’s oral version have sdi nije for kon cije. LG and 
LSOLG have e bhed janle, whereas the manuscripts have jenle e bhed. 
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Khaki adamer bhed se bhed pasu ki bojhe 


On the Qur’anic story of ‘Azazil, see the annotations to “Go and search! 
Where did ‘Azazil fail to bow down?” [74]. Lalan believes that the soul is 
the divine essence in man. Like the Sufis, he reasons that the angels, who 
bow down to no one but God, would not have bowed down to Adam had 
he just been made of clay. 

When I asked Khoda Baks to answer the question Lalan asks at the end 
of the song, “From what material of his did he make the soul (jan)?,” he 
replied that it was breath (dam), since the Qur’an (15:29) says “I breathed 
into him [i.e., Adam] from my Spirit (rah).” Pafija Sah in Chahi Iski Chadeki 
Gaohor gives another answer: 


Allah mixed light (niir) and water (nir) together and made Adam’s 
spirit from that. He made Adam’s body from clay. Then he him- 
self placed his spirit in Adam’s body. He left the light and water 
in Adam’s trust (@manat) and told him to worship with it (sadhan 
karite). 


Jaharuddin gives still another answer in his song “Jante hay nabijir 
bena”: “The soul was made from the seed of the Father.” 

These three answers are complementary rather than contradictory. As 
we have seen, the godhead is equated with spirit, breath, light, and semen. 
Although it is androgynous, made up of a single substance containing two 
elements, nir (“light’; a code word for semen) and nir (“water”; a code 
word for menstrual blood), it is often identified with semen and the male. 
Thus Pafija Sah, on the one hand, can say that the soul is composed of nar 
and nir, while Jaharuddin, on the other, can say that it is made from the 
seed of the Father. 

[Sources for the original Bangla version include: T*: 44, no. 82; M1! 159; 
LG no. 287; LSOLG vol. 2, no. 22; KhB; KSh.] 
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LACT APT OF TG Ola NCR Fac 
Khulbe kena se dhan o tar githek bine 


eS PRT OFT RT 

8 OIA NRK Fac 
BO MT ACAR OT A 
4 aR BA OC ACT II 


WY ARIA Aa 
MICA CHICA Slat 
y hea 


OY Ho 
AL CAA Uae CT II 


WRIT PCT TAT CAC 
CAAT GGT ACS PIC 

Contes Bsa WT 

Bbc fase 

WA BS fray Balter fea Mer I 


WAC WAY Gal ret 
from fcr ¢ ATA 
BARA Ae ACT TT 
foafer CT OT LA 

WT BS eT alatfer oA CI 


khulbe kena se dhan 

o tar gahek bine 
kata mani mukta rekheche se dhani 
badhai kare tar dokane || 


sadhu mahajan yara 

maler milya jane tara 

miilya diye lan 

amtlya ratan 

se dhan jene Sune tarai kene || 


makal phaler baran dekhe 
yeman dale nace kake 

temani amar man 

catke biman 

man tui din phurali dine dine 1I 


man tomar gun jana gelo 

pital kine sona balo 

adhin lalan bale man 

cinli ne se dhan 

man tui mil harali nijer gune Il 
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When she has no customers 

why should she display her treasures? 
That rich lady keeps a huge stock 

of pearls and precious stones 

tied up in bundles in her store. 


Expert merchants! 

know the value of their merchandise. 
They pay the price and get priceless jewels. 
They know all the tricks of the trade.? 


As a crow sitting on a branch 
sees the bitter apple 

and starts to dance, 

so my mind, you waste your days 
distracted by tinsel. 


News of your skill has spread. 

You buy brass and call it gold instead. 

Poor Lalan says: My mind, by your great skill, 
you squandered your capital. 


1. sidhu mahajan: The compound is a double entendre; it can mean “saints” or “merchants.” 
2. se dhan jene sune tarai kene: lit. “They buy these treasures, knowing what they’re doing.” 


3. Emendations: I have neither a manuscript nor oral source for this song at the pres- 
ent time. Another version with significant variants is given in LSOLG vol. 2, no. 239. Both 
published versions of the song have obvious corruptions. In the absence of an authoritative 
version, the translation is only tentative. The variants in the song given in LSOLG that sub- 
stantially affect the meaning are as follows: For the second half of second line of the refrain, 
instead of the reading given in BBOBG, badhai kare tar dokane “tied up in bundles in his 
store,” LSOLG has e dokane bojhai kare, “crammed into his store.” According to the latter 
variant, the entire line translates: “That rich man keeps his store crammed full of pearls and 
precious stones.” For the first two lines of verse 2 instead of the reading given in BBOBG, 
makal phaler baran dekhe, yeman dale base nace kake, “as a crow sitting on a branch sees the 
color of the bitter apple and starts to dance.” LSOLG has makal phaler riip dekhe, kaga yeman 
beray nece, “like a crow when he sees a bitter apple and starts to dance around.” Neither 
reading is entirely satisfactory. The line is hypermetric in BBOBG, whereas in LSOLG the 
rhyme scheme is violated; the last words of each line should end in the same consonant 
and vowel (BBOBG: dekhe, kake (the rhyming of khe with ke probably indicates that the khe 
was pronounced without aspiration), but LSOLG: dekhe, nece). Finally, for the last line of 
the last verse BBOBG has man tui mil harali nijer gune, “My mind, by your great skill you 
squandered your capital,” whereas LSOLG gives 0 tui kiil harali dine dine, “Day by day you are 
losing the shore.” This reading does not make any sense. 
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Khulbe kena se dhan o tar gahek bine 


The song compares Baul sdédhanda to trading in jewels. On the symbolism 
of “pearls and precious stones” see the annotations to “Ye jan padma- 
hem sarobare yay,” [LG no. 48, 112]. The “rich lady” is the Supreme, and 
the “expert merchants” are sadhaks who have succeeded in Baul sadhana. 
Lalan laments that he was attracted to the trappings of the material world 
like a “crow” to a “bitter apple” (see “Ami ki dos dibo kare re” [LG no. 197; 
17]) and as a result “squandered his capital’—spilled his semen. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; BBOBG no. 39; LSOLG vol. 2, no. 239; LS no. 393.] 
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HY ATS WAfet WEaPt 


Gune pare sarh dapha 
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aM WAS AAA 
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gune pare sarli dapha 
karli rapha golemiale 
cinli ne man 

kotha se dhan 

bhajli begun 

parer tele || 


karli bahu parasuna 
kaje kame jhalse kana 
kathay to cire bheje na 
jal kimba dudh na dile | 


ar ki habe 2man janam 
lutbi maja maner matan 
babar hotel bhangbe yakhan 
khabi takhan kar ba sale || 


hay ki maja tilekhaja 

kheye dekhli ne man keman maja 
lalan kay bejatir raja 

haye raili ek-i-kale I 
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You fell in with bad company,' 
ruined your life, 
made the wrong decisions. 


Mind, you didn’t recognize? 
where the treasure lies. 

You fried your eggplant 

in a stranger’s oil. 


You studied assiduously, 

but when it came to work, 
you could barely see.? 

Words can’t wet rice flakes 

if you dont add water or milk. 


Will you get a life like this again? 
Enjoy it to your heart's content. 

But when Pop’s Hotel collapses, 

whose kitchen are you going to eat in? 


Oh, sesame candy is so good. 
Mind, you haven't tried it 

to see how good it could be?* 
Lalan says, You're absolutely 
the king of bastards.° 


[No annotations for this song have been found. Salomon’s manuscript, 
however, notes that an oral version from KhB was the exemplar for 
her translation, which could refer to an audio recording she made by 
Manaora Begum that survives. Sources for the original Bangla version 
include: Salomon’s manuscript; KhB; LS no. 177] 


1. gune pare: meaning of the words is unclear. Gun = yoni. 
2. Alt. trans.: “realize.” 

3. jhalse kana: “purblind,” half-blind.” 

4. Could also be a statement. 


5. bejatir raja. 
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gurur daya yare hay sei jane 
ye ripe sai biraj kare 

e deha-bhubane |i 
jaler bimbu 4ler upar 
akhanda pralayer majhar 
bindute hay sindhur akar 
dhara bay trigune || 


Sahare sahasra para 
tinti path tar ek mahara 
alek soyar paban ghora 
phirche seikhane 1I 


hater kache dalek Sahar 

ram beramer uthche lahar 

siraj sai kay lalan re tor 
sadai ghor mane || 
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Only he on whom the guru has mercy 
knows what form the Lord takes 
in the world of the body. 


High up, beyond the border,’ 

a drop of water, indestructible 
through dissolutions. In the drop, 
an ocean of three currents.? 


There’s a city up there 

with a thousand districts, 

three roads, and one intersection. 
An invisible rider rides around 
on a horse of wind. 


Near at hand, an invisible city 
where waves of many colors surge. 
Siraj Sai says, Lalan, 

you're always in the dark.? 


1. dler upar: lit. “on the ridge.” For a discussion of the meaning of al in Baul songs, see the 
annotations to this song. 


2. dhara trigune: lit. “with currents of three qualities.” 


3. [Emendations:] I did not find a manuscript source for the song. The following emen- 
dations to the LSOLG version are based on an oral version sung by Khoda Baks (KhB). 
LSOLG: In verse 1 for jale dimba read jaler bimba, and for hay sindhur dakar read sindhu tahdar. 
In verse 3 for hacche read uthche. Other minor differences between the two versions that do 
not alter the meaning are as follows: In the refrain, instead of sair lila khela KhB has sai biraj 
kare. In KhB verses 1 and 2 are reversed, and in verse 2 instead of gali KhB has path. 


266 CITY OF MIRRORS 
Gurur daya yare hay sei jane 


“In the world of the body” the Lord takes the form of semen. “Border” 
translates dl, “a ridge marking the boundary of a field.” It signifies the 
top of the void where the Lord in the form of “a drop of water” floated 
before creation. In dehatattva terms al seems to refer to the sahasrar. Thus 
the phrase aler upare, “beyond the border,” is puzzling, since the sahasrar, 
located at the top of the head or even above the head, is itself the highest 
cakra and already represents transcendent space. Could “beyond the bor- 
der” refer to a place that is even above the thousand-petaled lotus? Several 
Baul songs I have come across appear to support this interpretation. For 
example, Duddu Shah sings (Jahangir 1964, no. 236): “Take a good look 
above the thousand-petaled lotus. He is floating in the void in the form of 
a drop” (sahasra daler pare dekho na najar kare / nirakare bindu riipe se jan-i 
bhase re). Similarly, the Vaisnava Sahajiya text Asray Siddhanta Candroday 
ba Svarip Damodar Gosvamir Karca ([Svarap Damodar Gosvami], not 
dated, 110) states: “The Supreme is in the void above the sahasrar” (sahasrar 
irddhe Siinye paramatma ron). 

“The drop of water” is the seed of creation. It is the paramabindu, the 
primal drop of semen that is the source of the universe. In Baul and Marfati 
songs this bindu is often named Lord Nirafijan, as in the opening line of a 
song composed by Fakir Mastakin that I collected from Hiru Shah, a fakir 
belonging to the Chishti order from Birbhum, West Bengal: “When no 
one existed, my Lord Nirafijan floated in the form of a drop” (yakhan keu 
chilo na, binduriipe bhaslen amar sai nirafijan). The primal drop of semen is 
uncreated and eternal; although, according to Hindu cosmology, the uni- 
verse is destroyed at the end of each of the four ages, it remains, as Lalan 
puts it, “immutable through dissolutions” (akhanda pralayer majhar). The 
bindu is referred to as male, but is actually both male and female. “The 
ocean of three currents” (trigun; lit. “three qualities”) contained within 
the bindu signifies Prakrti, the female principle, which consists of the 
three qualities sattva “goodness,” rajas “passion,” and tamas “darkness.” 
In dehatattva terms the three currents signify the menstrual blood of the 
three days a woman is said to menstruate. 

“The city” with “a thousand districts” refers to the sahasrar. It is often 
termed dlek sahar, “the invisible city” (LG no. 109 [“Cad ache cad ghera,” 
59]), and al-khanar Sahar, “the city at the border” [or “the original city”] 
(LG no. 153 [“Dil dariyay dube dekho na,” 68]). The “three roads,” as 
explained previously, are the three naris, ira, pingala, and susumna, and 
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the “intersection” symbolizes the place in the ajfia-cakra where they are 
joined. Lalan says that “an invisible rider,” namely, the Lord, “rides around 
on a horse of wind” (paban ghora) because it is in breath that semen is 
believed to move around the body, and it is on breath that the parama- 
bindu rests, as ina song [“Damer upar dsan tar”] attributed to Lalan (LSOLG 
vol. 1, no. 264): “He sat on breath when there was no sky and no earth. In 
the void in the form of a drop he (rested) on breath.” It is because semen 
moves in breath that control of semen depends on control of breath. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; KhB; LG no. 139; LSOLG vol.1, no. 69; BhS, 85, no. 234.] 
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gerei gange re ksepa 
hapur hupur dub parile 
e bar maja yabe bojha 
kartike ulanir kale I 


ktitbi yakhan kapher jvalay 
tabij taga badhbi galay 

tate ki tor habe bhalay 
mastaker jale suska pale || 


bai cala dey ghari ghari 

dub paro ge dauradauri 
barbe sudhu kapher nari 
yate hani jiban mile || 
khanta dao jhap-i khela 
$asta hao re o man bhola 
lalan kay gelo bela 

dekhli ne man caksu mele | 
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Madman, 

you keep diving! into the ditch? 
without a break.’ 

You'll pay for it* in Kartik, 

the time diseases strike.° 


When you moan and groan, 
miserable from a cold, 

you'll tie charms® around your neck. 
But will it do you any good 

if the water in your head dries up? 


Breathing heavily,’ 

you rush to dive in.® 

It only aggravates? the phlegm,” 
cuts at the root of your life. 


Stop all your diving games.” 

Calm down, forgetful mind.” 

Lalan says, It’s late.¥ 

Mind, you didn’t open your eyes and look. 


1. Alt. trans.: “plunging.” 


2. gerei gange: gere means “waterhole,” and gang (locative, gange; < ganga “Ganges”) “river.” 
Here, however, it is probably used as a synonym of gere. The two words are used together for 
alliterative effect. 


3. Alt. trans.: “nonstop.” 

4. maja yabe bojha. 

5. uldnir kale: The meaning of uldni in this context is not clear. Khoda Baks suggests that it 
means byddhi “sickness,” “disease.” According to AA [most likely Aficalik bhasar abhidhan 
(Shahidullah 1968a)], the term may mean either “a mosquito-like insect” or “joy” (ullas). The 


latter definition is clearly inappropriate here. The term may also be related to the verb ula “to 
come down,” “to have diarrhea.” 


6. taga is more usually worn around the arm than around the neck. 

7. bai cala dey ghari ghari: lit. “constantly circulating your breath.” 

8. Alt. trans.: “plunge in.” 

9. Alt trans.: “increases.” 

10. Lit. “Only the channel carrying the phlegm (kapher nari) will expand. 
u. Alt. trans.: “diving.” 

12. Alt. trans.: “Be calm.” 


13. Alt. trans.: “Your time’s run out.” 


2'70 CITY OF MIRRORS 
Gerei gange re ksepa 


“Diving into the ditch without a break” signifies overindulging in sex end- 
ing in ejaculation. According to Khoda Baks, the spilling of semen leads to 
an excess of phlegm, which causes colds, especially during the month of 
Kartik (October-November). 

“The water” is semen, believed to be stored in the head. Semen is asso- 
ciated with life, and its ejaculation (sukraksay) with bodily decay and death. 

“Breathing heavily” indicates that the breath control necessary for sem- 
inal retention is not being practiced. “The root of life” (jivan-mil [or jrban 
mil]) also signifies semen, as does miil when used by itself in the exoteric 
sense of “principal,” “capital.” For example, see songs LG no. 424 [“Man 
ki tui bheruya bangal jfian-chara”] (the emended text), and BBOBG nos. 25 
[“Man amar aj parli phere,” 94] and 39 [“Khulbe kena se dhan o tar gahek 
bine,” 53]; both the terms jivan-miil and mil appear in Kabir’s poems (e.¢., 
Sabda nos. 36 and 74), but it is unclear whether they ever have the same 
esoteric significance as in Lalan’s songs. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; BhS, 137, no. 377; LS no. 221.] 
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Salomon’s MS for “Gerei gange re oe : 


a 


Ct was ony ao eae or 


Gaur prem athai ami jhap diyechi tay 


Ca Was ony ato freate ora 


guyana seer 
ata fee Gore I 


QR alfa aa 
CAA Sot ABET Aca 
HOM Bsa ARS CA 
¢ Bas Sere 


ACH Wala Ge 
QUE CAT ATC WA RRA 
Ct *fe A106 CATT 


Sry HHA AU Il 
Ca Wa antl cot 
BAGS F GT los F GT 


AT Year SPST STANT 
BAsy Aer FH I 


gaur prem athai ami jhap diyechi tay 
zekhan amar pran baca bhar 
kari ki upay Il 


indra bari Sasita kare 
ujan bhata baite pare 

se bhab amar nai antare 
kot sadhi kathay I 


eke se prem nadir jale 
thai mele na nonar phele 
behiisari naite gele 

kam kumire khay || 

gaur premer zemani letha 
aste kata yete kata 

na bujhe muralam matha 
adhin lalan kay || 
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The waters of Gaur’s love run deep,! 
yet I plunged right in. 

Now I'll be lucky to escape 

with my life. 

Where’s the way out? 


Whoever dams Indra’s waters? 
can row in high and low tide.’ 
I don't have what it takes.‘ 

I keep my promises, 

but only with words. 


Throw an anchor into the water 

of Gaur’s river of love— 

it will not touch the bottom. 

And what’s more,° 

go for a dip without watching your step— 
the crocodile of lust eats you up. 


Gaur’s love is guaranteed trouble.® 
Snags when you come, 

and snags when you go. 

Poor Lalan says, 

When I shaved my head, 

I just didn't know.” 


1. Lit. “Gaur’s love is deep (athai).” In the Bengali text “water” is understood, since athai 
generally describes a body of water. Alt. trans.: “are deep.” 


2. Sasita kare. 


3. Wan bhata: synonym of joydr bhata. It may also mean “up- and downstream.” (See the line 
“bhati ujan dhay apani” in LG no. 37 [“Dhyane yare pay na mahamuni’}.) 


4. sé bhab nai amar [or amar nai] antare: Alt. trans. (more literal): “But that would be out of 
character for me”; “But that’s out of character for me”; “But that’s not my nature.” 


5. The Bengali verse begins with eke “on the one hand,” “in the first place,” but does not 
contain the correlative conjunction. 


6. Alt. trans.: “automatic trouble.” 


7. Lit. “I shaved my head without understanding.” 


274 CITY OF MIRRORS 
Gaur prem athai ami jhap diyechi tay 

Lalan again warns of the dangers of diving into Gaur’s (i.e., Caitanya’s) 

river of love (engaging in sex during menstruation) without proper train- 

ing. “Damming Indra’s waters” is yet another metaphor for seminal 

retention. 

Lalan often mentions the practice of tonsure in songs with Vaisnava 
imagery. Since shaving the head is a Vaisnava and not a Baul practice, it 
seems that Lalan is just using the image to symbolize entrance into the 
religious life. 


[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 167; LS no. 250; BhS, 130, no. 358; T: 22, 13.] 
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D 
58 


Dal CAP I CT CAT Ife 
Calo dekhi man kon dese yabi 


paw ACH afa 


we wacer¢ ret fer ofa 


ASS CA AE 
wiles core ePRTOT aca 
CA TOSCO AA CNT 
y ote fee wife 


WIC Bara sat 
Prarie ecb vat 

CAC A SBIR Ral CWA Hal 
fT awa fF I 


ao Aaa 
APRA TCR AG 
fae HR PA THe SOG 
Ses ANS Gory THT II 


calo dekhi man kon dese yabi 
abisvas hale kothay ki pabi || 


e des bhit peto bale 

sare pero phayta dile 
peror bhtt kon dese gele 
mukti pay kise bhabi | 


man bojh na tirtha kara 
michamichi héte mara 
peror kaj hay pire-i sara 
nistha hay man yadyapi || 


bar bhati bamla jure 
ek-i mati ache pare 
siraj sai kay lalan bhere 
thik dao apan nasibi || 
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Come on, my mind. 
What land will you go to? 
If you don't believe 

what will you get? 

Where will you get it?! 


If you say a prayer? in Pero 

for the ghosts and spirits in this land,’ 
you're cured of them.* 

But where do you go 

for the ghosts in Pero?> 

How are they set free, I wonder? 


Mind, you don’t understand. 
Pilgrimage is just walking for nothing 
till you're ready to drop. 

The job in Pero 

you can do on your own porch.® 


Twelve rivers cross Bengal, 

but the earth beneath’s the same.’ 
Siraj Sai says, Lalan, you coward,’ 
take account of your fate.° 


1. Alt. trans. for the last two lines of the verse: “You'll get nothing, nowhere.” 


2. phayta: (Ar. fatiha) The opening chapter of the Qur’an, which is recited to cure the sick and 
to intercede for the souls of the departed. 


3. € des(e) bhit peto bale, sare pero phayta dile. 
4. Alt. trans.: “You're rid of them” (sére; see note 2). 
5. Peror bhiit kon dese gele mukti pay kise bhabi: lit. “What land did the ghosts of Pero go to?” 


6. A variant of the proverb pire base peror khabar (“News comes from Pero while you sit 
on your veranda”). Lalan uses this proverb again in slightly different forms in LG no. 106 
[“Samanya ki marma jana yay” (pire peror khabar pay) and in LG no. 134 [“Til pariman jaygate 
ki kudaratimay,” 64] (peror khabar pirey pay). 


7. ek-i mati dche pare. 


8. bhere. 


, 


9. thik dao dpan nasibi [or nasibi]. Alt. trans.: “Figure out your fate”; “Figure out what’s in the 


r, 


cards”; “Figure out what’s in store for you”; “Take stock of your fate”; “Take your fate into 
account.” 


278 CITY OF MIRRORS 
Calo dekhi man kon dese yabi 


Another song expressing the futility of external rituals and of looking out- 
side for what lies within. 

According to Khoda Baks, Pero (Panduya [in modern West Bengal, 
India]) used to be considered an efficacious place for exorcising ghosts. 
Compare LSOLG vol. 2, no. 285 [“Peror bhiit ye jana”): 


peror bhit ye jana 

son re muna mukti se kon dese pay 
phayta dile bhit chere yay 

peror daragay. 


[Sources for the original Bangla version include: Salomon’s manuscript; 
LG no. 8; LSOLG vol. 2, no. 314.] 
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Salomon’s MS for “Calo dekhi man kon deége yabi.” 


ag 


Din BIR BIA CAT 
Cad ache cad ghera 

bia wicy oth AT cad ache cad ghera 
BUN PHT BEA CH OM aj keeman kare se cad 
eaftc ¢ atl dharbi go tora |I 
a a vamaaec o laksa laksa cade kareche sobha 
DIS TCAt BIAS SICH BIST tahar majhe adhar cader abha 
APTA 4 KA cafet ek-bar drsti kare dekhi 
fH ACH AT BPA thik thake na Akhi 

Cost FAC DCH AAT II ruper kiraner camake para I 

THA NCR DIA-RPeT TAT OTA ruper gache cad-phal dhareche tay 
CATE CAC SNe Celt STAT theke theke jhalak dekha yay 
8 CF DIcHa AeA CAC o se cader bajar dekhe 

DIM Ratfet ect cad ghurani lage 
cafan car ance dekhis dekhis pache 

C WT ARNT II hosne jfian-hara |l 
OCA ACA RA GTA PU alek name sahar ajab kudarati 
ite Gre wry hacH aif rete uday bhanu dibase bati 
CAAT OCH AA GC yejan aler khabar jane 

y RA AN drsti hay nayane 


Alea IGT OF BIA CACAITR IAT I 


lalan bale se cad dekheche tara || 
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The moon is surrounded by moons. 
So how are you going to catch 
that moon today? 


The radiant beauty of millions of moons 

and in the middle the uncatchable moons brilliant light— 
Just glance at that mass of moons 

and they start to spin. 

Be careful! Be careful! 

Make sure you don't black out! 


Moon fruit grow 

on the tree of beauty. 

Every now and then 

you can see them flashing. 

I try to take a look, 

but my eyes fail me. 

The rays of beauty are dazzling. 


This city called “invisible” 

is built with strange skill. 

At night the sun rises. 

By day lamps burn. 

Those who know 

about the beginning of the world! 
have eyes that see. 

Lalan says, They have seen the moon. 


1. Alt. trans. “the beginning of time.” 


282 CITY OF MIRRORS 
Cad ache cad ghera 

This is one of several songs that use stunning, surreal light imagery to 
describe the Bauls’ Supreme, the “uncatchable moon.” The “tree of 
beauty,” like the tree in LG no. 183 [“Dekhlam ki kudratimay,” 70], is on 
the macrocosmic level the cosmic tree representing the universe, and on 
the microcosmic level the human body. (Note that the word rip “beauty” 
also means “form.”) The “fruit” that grow on the tree represent offspring. 
They are described as “moon fruit” because the Supreme, conceived of as 
a moon, dwells in the body of each person. By knowing about “the begin- 
ning of the world,” Lalan means not only about the origin of the universe 
but, since ontology recapitulates cosmogony, also about human birth and 
how to reverse the process of creation to achieve reintegration into the pri- 
mal unity. A person who is able to succeed at this sadhana “has eyes that 
see.” For him, the “invisible city” becomes visible. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 109; BBOBG no. Go; LS no. 105; LSOLG vol. 1, no. 23; T!: 26, 
no. 16.] 
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Salomon’s MS for “Cad ache cad ghera.” 


60 
Bain GA CX 


Cirakal sal chéce 
BAIT Get CVD cirakal jal chéce 
BUSS Cet WA AT SST ATT amar jal manay na e bhanga nay 
AB Me Get CCS CAC ek mala jal chécte gele 


for sett ¢ | eT COWIE II 


Re Ab ta nia 
Where Ofsa He at AS 
wear ees = Stet 
CORA BIS ASCH SANT I 


BN A AIT 
TAIT C A CAC 
BUTS tl Ser SB HT 

wat Cfo mia AAS oes II 
FRAGA SY Ley 
RATAN Cleat CAE 


alerd Ales ACO BCT 
fer ce frenic*ia CSET Il 


tin mala jogay tetalay || 
chutor betar kar sajite 
manab tarir sadh mara nai 
age piche takta bhalo 
mejel kath gareche talay I 


aga naye man sarbaksan 
base base cokom khelay 
amar dasa tala phasa 

jal chéci sar gudari galay || 
mahajaner amilya dhan 
harailam dakni jolay 

phakir lalan bale antim kale 
ki habe nikaser belay 1 
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I’ve been bailing water for ages. 

I can't plug the leak in this broken-down boat.' 
I bail out one begging bowl of water, 

and three more collect on the lower deck’. 


I was duped by the fellow who built the boat. 
The seams of this human boat aren't sealed.* 
Though the planks on the sides are cedar,’ 
the bottom’s made of porous wood.° 


The whole time, my mind 

sits at the bow, playing games.’ 

Then there’s my sad state: 

the bottom’s dropping out of the boat,® 

and I bail away in a fakir’s patchwork coat.? 


The merchant's priceless treasure” 
died" in the witch’s gorge. 

Fakir Lalan says, Now how will I fare 
on auditing day? 


1. More literally, “The water won't leave.” 
2. mala: a bowl made of coconut shell. 


3. tetala [or tetald): lit. “the third floor.” Some Baul songs such as “Gharkhana hay tintala” 
divide the body into three floors or sections: the head, the chest, and the genital region. 
Presumably, here the third floor refers to the genitals. 


4. Translated according to KhB’s variant. 


5. Saral is a name for a sal or debdaru tree. [This word is absent from the alternative Bengali 
version provided above, which substitutes the line dge piche takta bhdlo “In front and behind 
the planks are good” for LG tarir asepase kasta saral, part of which Salomon renders in her 
translation.] 


6. mejel: the term is obscure. According to Ahmad Sariph, mejel is a kind of wood that grows 
in the Sundarbans. Khoda Baks says it is wood that has knotholes. Alt. trans: “knotty wood.” 


7. cokom: the word is obscure. According to Khoda Baks, cokom kheld refers to the game of 
hide and seek. 


8. Lit. “My state: my bottom’s dropped out.” 
9. sar gudari. Alt. trans. “my beloved patchwork coat.” 


10. [KhB’s oral version has solo and (lit. “sixteen annas,” i.e., “entire wealth”) for amilya dhan 
“priceless treasure.”] 


u. Alt. trans.: “went down.” 


286 CITY OF MIRRORS 
Cirakal jal chéce 


This is another song about a false fakir (see “Phereb chere karo phakiri” 
[87] and “Phero palo tor phakirite” [86]). Here, however, Lalan himself 
takes the persona of the fakir, who makes a show of being one by dress- 
ing in a patchwork coat (gudari) and carrying a begging bowl (mala), 
but who lacks the crucial skill of being able to prevent ejaculation. The 
“water” signifies semen, and the “broken-down boat” that fills with water 
faster than it can be bailed out and that has practically no bottom left 
symbolizes the body unable to retain semen. “To die” is a common meta- 
phor in Baul songs for “to spill semen” (see Openshaw [2002] and Das 
[1992]) and “the merchant’s priceless treasure” is yet another metaphor 
for semen. Dhan, “treasure,” is used euphemistically in Bengali to mean 
“penis.” No doubt, Lalan had this sense of the word in mind too. He 
points out that as long as the unsteady mind that “sits at the bow, playing 
games” is not brought under control, “the merchant’s priceless treasure” 


“ 


will die, that is, semen will be ejaculated, in the “witch’s gorge,” that 


is, the vagina, and the penis will lose its erection. Derogatory words for 
“woman” such as dakni “witch” found only occasionally in Baul songs 
are more typical of literature by the Naths, a tradition that influenced the 
Bauls and from which they drew some of their imagery (see [Das Gupta 
1969, 189-255]).” 

[Salomon’s typescript also contains the following note in addition to 
the annotations for this song:] 

[The] problem in translating allegorical songs is that while through- 
out most of the song an image is used metaphorically to refer to the 
body, in some places the metaphor is dropped and the hidden mean- 
ing, albeit expressed cryptically, breaks through the outer covering. For 
example, in line 3 of verse 2, no boat is mentioned in the Bengali, 
although the word has been added to the translation for consistency 
with the rest of the song. It is interesting to note that in the last verse 


12. [There is a traditional account of an incident between Minanath (or Matsyendranatha) 
and Gorakhnath (or Goraksanatha) over the former’s relationships with women, in which 
Gorakhnath appears as a dancing girl to save his guru from sensuality. Minanath is faulted 
for taking too much enjoyment in the “land of women” (kadali), a legend that could have 
contributed to the spread of negative views of women in Nath literature that Salomon refers 
to in her annotations. Cf. Hess and Singh 1983, 182, 87.1, and Das Gupta 1969, 201. For more 
contemporary English-language scholarship on the Nath Siddhas or Jogis over the past two 
decades, including debates over the way they are framed in scholarship, see the work of 
David Gordon White, James Mallinson, Gordan Djurdjevic, and Shaman Hatley.] 


Songs of Lalan Sai 287 


J replaces mara gelo, “died,” which if taken in its literal meaning is 
an inappropriate verb to pair “the merchant’s priceless treasure” with 
harailam, “I lost.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; KhB; LG no. 428; BhS, 145, no. 399; LPhKK, 156, no. 23 (T:42).] 


a 
Or 


GUA oN Cas ARS VCS fa A RAT 


Jan ga nirer khabar vate niraryan ghera 


BUA oN AA AAA ACS fa A AT 
as wifacet Ft ACS UIC CS AAT I 


AS VOC SGT AR 
feast at 
qa SY AS Asati 


GCA HAI HOO 
aid aat 


Aq Cre BAA oRMl Il 


frrwcet cae SIS 

cn fac iets 
C RUT 

AUST ACA MCT ATG 
arcana ft AT 


jan ga ntrer khabar yate nirafijan ghera 
nur sadhile nirafijanke yabe re dhara || 


ntre nabir janma hay 
ntr gathlen atal-may 
chilo kangura 
ntrete mokam mafijil ujjval kara |I 


ache nirer srestha ntr 
jane saday sacatur 
jib yara 
se ntr hillole barta hay nur jahara || 
nibhale nirer bati 
ese ghirbe kal dyuti 
cau mahara 
lalan bale thakbe pare 
khaker pifijara I 


Songs of Lalan Sai 289 


Go and learn 
about the light that surrounds Nirafijan. 
Worship that light and you'll catch him. 


The Prophet was born from light. 
The Steady One at the top created light.’ 
Stages and stations? are illumined by light.? 


But the best light of all 

only those who are clever know. 
That light moved in waves* 
and Zohura’s light arose. 


As soon as the light in the lamp goes out, 
Death's messengers will surround 

your four-room house. 

Lalan says, Then your earthen cage 

will go empty. 


1. nur gathlen atal-may [Salomon’s manuscript adds: chilo] kangura. 
2. Alt. trans.: “stages and stations.” 


3. Lalan uses the rhetorical device of anaphora to emphasize the importance of light. In the 
original, each of the three lines of the verse begins with the word nir, “light.” Alt. trans: “The 
places and stations”; “All the places and stations.” 


4. se niirer hillole: lit. “From the surging of that light.” Alt. trans.: “When that light undulated, 
Zohura’s light was created”; “When that light surged, Zohura’s light emerged.” 


290 CITY OF MIRRORS 
Jan ga ntrer khabar 


Nirafijan (the Stainless One) is the Creator, and the “light” surrounding 
him represents the Sakti. This light has liquid form. (On the liquidity of 
light, see the notes to LG no. 239 [“Mursid janay yare marma sei jante 
pay,” 106].) Several of Lalan’s songs on cosmogony describe Nirafijan as 
floating in an egg on the primordial waters, which also signify the Sakti. 
On the creation of the Prophet from the light of God, see translation notes 
to LG no. 206 [“Nabi na cinle kise khodar bhed pay, 76]. “The Steady One 
at the top” represents the Lord in his unmanifest state. 

The “stations” (mokam; Ar. sing. maqam) and “stages” (mafjil; Ar. sing. 
manzil) are the stages on the journey toward union with God. There are 
four mokdms: ndsut (Ar. nasit, “human nature”), malkut (Ar. malakit, “the 
heavenly world”), jabrut (Ar. jabarit, “spiritual power”), and lahut (Ar. lahat, 
“divine nature”). Each of the mokams is located in a specific part of the body 
in one of the yogic cakras and corresponds to one of the four majijils: sartyat 
(Ar. shari‘a, “Islamic law”), tarikat (Ar. tartqa, “path”), hakikat (Ar. hagiqa, 
“truth”), and maraphat (Ar. ma ‘Tifa, “gnosis”). They are also associated with 
the four elements, with the angels Azrael, Israfel, Michael, and Gabriel, 
among other things. (Note the similarity of this set of associations with 
that of the car piyala). The set of associations differs somewhat accord- 
ing to the source. Many Baul songs refer to a fifth mokam, the la mokam 
where God resides. Pafija Sah (1890, 20) mentions yet another mokam 
called hahut (“divine essence” Ar. hahit. [See] MDI [Schimmel 1975], 270). 
Although he describes the mokams and mafjils in more detail than any 
other Baul poet, his discussion is difficult to follow, as he sometimes fails 
to mention which mokam he is referring to. The following chart lists some 
of the correspondences enumerated in the Sufi yogic text Yogakalandar 
(Sariph [1969], 94-101 and 103-107): 
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Mokam | Cakra Location |Angel |Mafnjil |Door | Element 

nasut miuladhar |tin tihart |Azrael | Sariyat | ears fire 
(sacrum) 

malkut |manipur |navel Israfel |tarikat |nose  |wind 

jabrut | ajna skull Michael |hakikat |eyes | water 

lahut anahata | heart Gabriel | méraphat | mouth | earth 





























Salomon’s chart of associations from Yogakalandar’° 


“The best light of all” refers to the ddi nir (primal light). This primal 
substance was actually made up of two elements, light and water. When the 
light and water were separated by churning, Zohura’s light (ie., the light 
of the Sakti) was produced from the water. (See my paper “Cosmogonic 
Riddles ...” [Salomon 1991].) Lalan’s reference to light “moving in waves” 
probably refers to this act of churning. 

“The light in the lamp” is the divine light in the body of each person. 
The “four-room house” signifies the body divided into four mokdms. (It is 
likely that the Baul and Bengali Sufi yogic conception of the mokdéms was 
influenced by the Tantric Buddhist notion of four kayas or cakras.) 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 226; LSOLG vol. 2, no. 84; MG; KhB; LS 348.] 


5. [Apart from Sariph’s Bengali recension, there is also an English translation of Yogakalandar 
given in the appendix of Haq 1975, 378-396. A French translation of the published edi- 
tions with commentary was published in a more recent article by France Bhattacarya (2003). 
A more recent English translation was also appended to a master’s thesis by Keith E. Cantu 
entitled “Theurgy and the Snake: The Yoga Kalandar and Bengali Sufism.” The majority of 
the text’s surviving manuscript copies are held by the University of Dhaka.] 
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Gilt CA WA CHS ANCA PAY 


Jano re man set rager karan 


Gla CA Wal CHB AICS PAT 
MSF WIC AAA I 


sec foc AH 

fe wz 

8 CHCA ST AT Wa at STH 
CH al PAA II 


Tew fe CIF A 

fee oer tC fea 
OTS AT ORC OLN PACA 
AIC AG il 


Wao Goyal 

aT Grficet APE SS AT 

eT ICT OF CRI AD PAT 
OR BBS? 4 I 


jano re man sei rager karan 
yate krsna baran halo gaur baran Il 


Satakoti gopi sarige 

krsna prem rasarange 

o se taler karya nay atal na balay 
se ba keeman || 


radhate ki bhab krsner 

ki bhab basa gopikar 

se bhab na jene se saniga kemane 
pabe kon jan || 


Syama-raser upasana 

na janile rasik hay na 

lalan bale se ye nigirh karan 
braje akaitab dhan Il 
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Mind, 
find out about the act of love! 
that turned black to white. 


Krishna played at love 

with a billion gopts— 

No feat for a man who isn’t steady, 
nor even for one who is, they say. 


Then what kind of feat is it? 


What love did Krishna feel for Radha? 
By what love did he charm the gopis? 
Who can unite as they did, 

without knowing that love? 


He who doesn’t know 

the worship of Sambu’s nectar? 

is not a true lover. 

Lalan says, That secret act in Braj— 
love like that’s a genuine treasure.? 


1. [Salomon’s manuscript also gives an oral variant from KSh for the first line: age jano ge ya 
se maharager karan.| 


2. [Saymon Zakaria has emended sambu-ras “Sambu’s nectar” to syama-ras “Syama’s nectar,” 
which is reflected in the Bengali version supplied for this song. It remains unclear, however, 
which variant is earlier.] 


3. “A genuine treasure”: akaitab dhan. “Love like .. . treasure”: lit. “a genuine treasure.” 
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Jano re man sei rager karan 


The change of black (krsna baran) to white (gaur baran) refers to the 
incarnation of Krsna (Krishna) as Gaur (an epithet of Caitanya). Gauriya 
Vaisnavas consider Caitanya the dual incarnation of Radha and Krsna. His 
white color, symbolic of perfection, is said to result from the fusion of 
the divine pair. Concerning “the act of love” that precipitated the trans- 
formation, Lalan says elsewhere (LG no. 187 [“Amrta bari se bari anurag 
naile ki yabe dhara”]): “He became a woman, performed the ritual of the 
water, and turned into immortal Gord.” In still another song Lalan says 
(LG no. 173 [“Jani man premer premi kaje pele”]): “Hari performed rituals 
of love with the three nectars, and his black body turned white.” “The act 
of love” therefore refers to sadhana during the first three days of a woman’s 
menstrual period. By identifying himself with a woman, the sadhak is able 
to experience niskam prem, “lustless love” (on “becoming a woman” see 
notes to LG no. 443 [“Ajab ran phakiri sada sohagini sai,” 13]). Krsna’s suc- 
cess at this sadhana results in his incarnation as the androgynous Caitanya 
in whom the divine being, who split into male and female in order to cre- 
ate the world, is reconstituted. 

According to the Bauls, Krsna was able to make love to numerous gopis 
(Lalan stretches the number somewhat; the traditional count is sixteen 
thousand) during ras lila because he practiced seminal retention. When 
Lalan describes Krsna’s prowess as “no feat for a man who’s unsteady (tal) 
nor even for one who is steady (atal),” he means that it cannot be accom- 
plished if semen is completely immobilized, for then it will not be pos- 
sible for the saédhak to experience the bliss of sexual union, nor if semen 
is highly agitated, because it will be beyond the saédhak’s power to prevent 
ejaculation. In another song Lalan states (LG no. 361 [“Se bhab sabai ki 
jani’]): “Unsteady, you’re a human, steady, a god. Either way, can you be a 
true lover?” The Bauls seek to attain a state that lies in between tal and atal 
and which they term sutal. 

The meaning of “Sambu’s nectar” (sémbu ras) is obscure.* In Karim 
Shah’s opinion it refers to the blood of a girl’s first few menstrual periods 
(see notes to LG no. 168, “Suddha prem-rage saday thakre 4mar man,” 
128). Khoda Baks, however, believes it signifies the blood of the third day 
of menstruation. I have not found occurrences of the term other than in 
the songs of Lalan (see also, for example, LG nos. 127 [“Mukher kathay ki 


4. [See note 2.] 
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se cad dhara yay”] and 190 [“Ogo jyante mara se prem-sadhane ta ki parbi 
tora”]). As for the word saémbu, it seems to be a form of the name Samba 
(“-u” being a diminutive affix found especially in names), which can 
denote either Siva or a son of Krsna. The significance of the name in the 
present context is also unclear. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: 69, no. 130 (LPhKK, 179); KhB; KSh; LG no. 143; LS no. 597. 
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BL Raz WMA RBCS 
Janbo he et papi haite 


Ble QAR AA RAO | 
amar wc 4 
Glace wlface I 


AALS TCA TSCA 

waica fac | AT 

BUST aa SET aT Gly Tay 
DACA ARC FUN MNS I 


¢ Whey OA Reale 
al 2 aofer afer ae 
OTs FAST OeTA-FSlT 
SAA BT ICA SMH A A Il 


WT A Cola Gate 

WZ weley RAHA 

CPE A Gat Ft Hla BA AT 
ae CAT Coty «SL foCw II 


janbo he ei papi haite | 
yadi eso he gaur 
jibke tarite || 


nadiya nagare yatajan 

sabare bilale premadhan 

ami nar adham na jani maram 
caile na he gaur amar panete || 


tomari supremer haoyay 
kasther putali nalin hay 

ami din-hin bhajan-bihin 
apar haye base achi e pathe I 


malay parbateri upar 

yata brksa sakali hay sar 

kebal yay jana base sar hay na 

lalan pelo temani prem-stinya cite Il 
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Hey Gaur, 
I'll find out from this sinner 
if you really came to save mankind. 


You gave out the treasure of love 

to everyone in the city of Nadtya. 

Well I’m a rotten fellow’ 

and don't know what love’s all about.” 
Hey Gaur, you didn't even glance at me. 


The touch of your pure love 

can make a wooden puppet come alive.’ 
I’m worthless and wretched* 

and I never worship God. 

I just keep sitting on the wrong side 

of a bad road.° 


Nearly all the trees 

on the Malaya Mountains 

have heartwood. 

Everyone knows only bamboo trees 
are hollow.® 

Lalan has a heart like bamboo— 


empty of love. 


1. ami nar adham: Alt. trans.: “vile”; “base”; “despicable.” 
2. na jani maram. 


3. tomari supremer hdoydy kasther putali nalin hay: lit. “In the air of your good love, a wooden 
doll becomes new.” 


4. din-hin. 
5. Alt. trans.: “So I just sit.” 


6. Alt. trans.: “only bamboo trees don’t.” 
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Janbo he ei papi haite 


Lalan expresses conventional Vaisnava humility in portraying himself as 
a sinful devotee. The Malaya Mountains are known for their sandalwood 
trees, the scent of which can penetrate all but bamboo trees. (See Kabir, 
Sakhi [no.] 49 and note 1 to the verse on p. 186 of Hess and Singh’s transla- 
tions [1983].) The use of the metaphor of hollow bamboo to express heart- 
lessness is also typical of Vaisnava literature. See also Vaisnava Padavali 
[(Mukhopadhyay 1980], 78): man mor ar nahi lage grha kaje / ... antare asar 
basi bahire saral: “I can’t keep my mind on my work anymore. ... Inside 
the flute is hollow (asar, “without heartwood”), and outside straight and 
simple.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 412; LS no. 787; BBOBG no. 10.] 
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04 


foot oifsariet wrivsiow fe Sudhowal 


Til pariman jaygate ki kudaratimay 


foot offal Crizetew fee Guafowl 
IAA AN RAT GI 
CARA TAT CHET I 


aif aac fe crane + fora 
DAAC AAT F 
BN AR OTT 

Al aia WAR AR I 


IM Ss OR Ral HITT 
ce a Aaa FCSR ONT II 


*OWET AQ Wea AAT 
Hey ACT Tilley BCS 
Sey CAPPS AGT AT I 


til pariman jaygate ki kudaratimay 
ek-jan nara jagat-jora 
seikhanete baram dey || 


ami balbo ki sei narar gun bicar 
car yuge tar rip naba kaisor 
amabasya nai se dese 

diptakare sadai ray Il 


bhaber nara bhab diye beray 
ye ya bhabe tai haye daray 
rasik yara base tara 

peror khabar pirey pay Il 


Sata-dal sahasra-daler dal 
nara thakur narche saday kal 
lalan bale jani kabe 

kal pheliye nara yay 1l 
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A space the size of a sesame seed— 
how marvelous! 

That’s where the shaveling 

who spreads over the world 

holds court. 


How can I describe 

the virtues of this shaveling? 
Throughout the four ages 

he remains a teenager.' 

No new-moon night in that land.? 
It’s always dazzling bright. 


The shaveling’s a man after love. 
He gives love wherever he roams. 
He is whatever you think he is.‘ 
A true lover sits on his porch 

and gets news from Pero. 


From the thousand-petaled lotus 
and the hundred-petaled lotus* 
my Lord the shaveling 

shakes the machine to motion.° 
Lalan says, I don't know when 


he'll abandon the machine 
and take off. 


1. naba kaisor: lit. “early adolescence.” Alt. trans: “He remains in his early teens.” 
2. Alt. trans.: “There’s no new moon night in that land.” 

3. Alt. trans.: “a man of love.” 

4. Alt. trans.: “He is just as you think he is.” 

5. Alt. trans.: “From the thousand and the hundred-petaled lotuses.” 


6. nara thakur narche saddy kal: Lalan plays on the words nara “shaveling” and nara “to 
shake.” 


7. [Emendations:] M1 and KhB’s oral version are identical. Published editions: In the refrain 
LSOLG and LG have tatsama pariman, whereas M1! has tadbhava pramdn. For ekjan nara 
Jjagat-jora LSOLG has jagat-jora ekjan nara. In verse 1 LG has nara kesab for naba kaisor. In 
verse 2 LG has din sekhane for diptakare and se ja bhabe for ye pa bhabe. In verse 3 LSOLG 
gives beta for thakur and base naray for narche saddy. LG gives phal for kal. 
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‘Til pariman jaygate ki kudaratimay 


[For an explanation of the shavelings (Nera), see the annotations to “Kuler 
bou hoye man 4r kato dine,” 45.]® 

On the location of the “space the size of a sesame seed” in either the 
sahasrar or ajid-cakra, see the annotations to “The primal Mecca is in this 
human body” [“Ache adi makka ei manabdehe,” 7]. 

The eternal “teenager” (kaisor “adolescence” actually applies to the ages 
of ten to fifteen or sixteen) is Krsna, who sports with his beloved Radha 
in eternal Brndaban, forever an adolescent. Bauls and Vaisnavas regard 
adolescence as the ideal age because they consider adolescent love to be 
the purest form of love, free from lust and always new. 

“The hundred-petaled lotus” does not appear in the standard tantric 
enumerations of the seven cakras. It is, however, referred to in Sahajiya 
Vaisnava literature, but at least two different locations are mentioned. 
Atmaniriipan (quoted in BBOBG, 338) even explains it in both ways within 
the space of a few lines: 


The hundred-petaled lotus is in the temple of the heart. 
[He] comes from the thousand-petaled lotus to sport there. 


Below the navel is the hundred-petaled lotus. 


It is interesting to note that in Bengali literature in general the first inter- 
pretation prevails. A folksong (quoted in BBhA [source unknown, prob- 
ably the Bangla Academy’s Bamla Bhasar Abhidh@nl, s.v. Satodal) has the 
following couplet: “The hundred-petaled lotus is in the heart. When the 
lotus blooms, it secretes the nectar of love.” Rabindranath Tagore (1969, 
239) also uses the hundred-petaled lotus as a metaphor for the heart. 

As in Vaisnava Sahajiya texts, so in Baul songs there is probably no sin- 
gle interpretation of the hundred-petaled lotus; Duddu Shah locates it in 
the heart (Jahangir 1964, no. 297, “Sriguru gosai ye rip dekhay”): “If your 
eyes open/are opened by the grace of the guru, then the hundred-petaled 
lotus of the heart will open too.” But another Baul poet seems to imply 


8. [Salomon’s typescript of the annotations contains a note to remove discussion of the 
shavelings (Nera) found in this song’s annotations and instead refer the reader to their more 
complete description in “Kuler bou haye man,”45. Her explanation of the shavelings in that 
song appears to be more complete; therefore the duplicate material has been truncated in 
accordance with the note.] 
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that the hundred-petaled lotus is not equivalent to the lotus of the heart, 
although he leaves its location an enigma (Sariph 1973, 125, no. 12): “Purus 
and Prakrti are in the hundred-petaled lotus. That lotus is in a secret 
spot (nirjane). The bee is in the heart lotus.” Lalan gives few hints as to 
where in the body he thinks it is. As in the song under discussion, he 
usually pairs it with the thousand-petaled lotus (cf. “Apnar apni re man 
na jano thikana” [LG no. 6] and “Ki sobha dvidal pare” [LG no. 232]). In 
a verse of “Ki Sobha dvi-dal pare” he describes several lotuses in descend- 
ing order, beginning with the hundred- and thousand-petaled lotuses and 
followed by the two-petaled and six-petaled lotuses. This seems to place 
the hundred-petaled lotus above the two-petaled one and thus above the 
heart. In “Paro ge namaj jene Sune” [LG no. 294] he says that “the Lord 
sits on the throne of the void in the hundred-petaled lotus.” Elsewhere, 
Lalan uses the term “void” (Stinya) to describe the city or mountain of the 
Lord in the sahasrar or possibly djnd-cakra (see the annotations to “Some 
people are lucky enough to see that moon” [“Anek bhagyer phale se cad,” 
LG no. 110; 2]). These clues suggest that according to Lalan’s view, the lotus 
may be above, in, or below the sahasrar, but without further evidence this 
is purely speculation. 

The “machine” that “the shaveling shakes to motion” is the body. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; M! no. 322; LSOLG vol. 2, no. 24; LG no. 134.] 
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C Wa WouTeTI Baa a 


Tomar mata dayal bandhu ar pabo na 


C WAPOA Baa At 
CHAT FAC GTR ATT CACY NS A Il 


OAc AgC 

waa at fea 
C wt face teas A 
aac atari 





CRW CANS A Il 


Coral fac At TTT 
CH PACS Ole Alea PAY 
Aer A SAC AA 
als AC aT il 


tomar mata dayal bandhu ar pabo na 
dekha diye ohe rasul chere yeo na || 


tumi he khodar dosta 
aparer kandari satya 
toma bine parer laksya 
ar to dekhi na || 

amra sab madinabasi 
chilam yeman banabasi 
tumi ese jfian peyechi 
achi santvana || 


asamani ek ayen diye 
amader sab anle rahe 
ajke moder phaki diye 
chere yeo na || 


toma bine ertip sasan 
ke karbe ar diner karan 
lalan bale ar to eman 
bati jvalbe na I 
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We'll never get another friend 

as compassionate as you again. 
You revealed yourself, oh Prophet. 
Don't desert us now. 


You're God’s companion, 

the true pilot to the other shore. 
Without you we will never see 
our destination.! 


We people of Medina 

were like exiles in the forest.” 
You made us wise. 

We are content.? 


You gave us the divine law 
and brought us to the path. 
Don't sneak out on us today.* 


Who but you 

can govern this way, 

O herald of religion ?° 
Lalan says, A light like this 
will never shine again. 


1. “destination”: parer laksya, lit. “the goal of the other shore.” 


2. The “forest” symbolizes samsdra (Hess [and Singh 1983], 182 [note 87.1]). 


” 


3. The usual meaning of séintvand is “consolation,” “solace.” In this context, however, it evi- 
dently has the extended meaning of “peace of mind,” “contentment.” 


4. aj[ke] moder phaki diye chere yeo na. 


” 


5. Herald is a free translation of karan,” instrument,” “agent.” It may also be translated here 


as “source.” 
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‘Tomar mato dayal bandhu ar pabo na 


This dirge for Muhammad, who died in Medina on June 8, 632 cE, is spo- 
ken by the people of the city. Note the similarity of this song with Lalan’s 
songs that are elegies for Caitanya and Krsna (i.e., LG nos. 332 [“Ar ki gaur 
asbe phire”] and 352 [“Ar ki asbe sei kele Sasi, 20]). 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 262; LSOLG vol. 1, no. 25; T': 120, no. 65.] 
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COMtal Slat SMTA Plea PAT AT 


lTomra ar amay kalar katha balo na 


C Mat Old SA Pla PAT <C AT! «tomra ar amay kalar katha balo na | 


Core eC ITO 
Old QA AT ll 


WaT SY TRA 
BIC Bee 
Wel Te aT 
Ay A Ble 
Oafey CVA WA BT Il 


carat fer 28 
AS THe 
a Ctat 
XNA AeA ANS 
ayy TOTP ATI 


Was act 

Oafey artery Bifey 
UNF CF YS Grell 
Wala ¢ of 

eA C oT Hd TT il 


theke sikhlim lo kalo-rip 
ar herbo na Il 


parlam kalanker har 
tabu to kalar 

man palam na 

yaman rap kala 

tamani uhar man kala I 


premer ki ei Sikse 

beray byafijan cekhe 

lajja gelo na 

ghrnay mare yai 

zeman prem ar karbo na || 


yaman candrabali 
tamani rakhal ali 
thak se dui jana 
sune radhar bol 
lalaner bol sare nai |l 
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Don't mention Kala to me anymore. 

I learned from experience. 

I'll never lay eyes on his black body again. 
I wore the necklace of disgrace, 

but I never won Kala’s heart. 

It’s black as he is. 

Is this the lesson love teaches? 

He roams around sampling curries 
and feels no shame. 

I could die of humiliation. 

I'll never love this way again. 
Candravali and that cowherd 

who stings like a bee— 

they're two of a kind. 

They can have each other. 

Radha’s words leave Lalan speechless.' 


1. The Bengali text consists of a refrain and three verses. I did not retain this form in 
the English translation, however, because it interfered with the flow of the monologue. 
[Emendations:] Verse 2: read gelo for gane. Verse 3: For thak se dui jana sane / lalan kay radhar 
bol sare na@ read thak se dui jana / sune radhdar bol lalaner bol sare na. (The emendations are 
based on the text given in manuscript J’. The readings of this manuscript are better in terms 
of rhyme, meter, and meaning than those in LG.) 


310 CITY OF MIRRORS 
‘Tomra ar amay kalar katha balo na 


Kala is another of Krsna’s epithets, which means “dark,” “black” (see [“Sei 
kalacad nadey eseche,” LG no. 309; 135]). This song concerns one of the 
typical themes in the story of Radha and Krsna: Radha’s man, her anger 
and hurt pride at Krsna’s infidelity with her rival Candravali. 

[Sources for the Bangla original include: Salomon’s manuscript; J*; Jha 
no. 314; LG no. 366; H no. 285.] 
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COAT PRS WH CT MACHT PICS 


Tora keu yas ne o pagaler kache 


TC al PO TT AIceTS ICR 
fot NCH RCT CCT ACHAT ACH Il 


LB ATC | HCA 

C Ae Gls URE 
C fea cael 

8 OA NR CRSA C A 
ATT AAT CE ACA Il 


LCI AAC CTA STAT 
OOS Get Weal CHT 
at 


Seta SCA I 


CHATS CA MAS it ate7 
CAR Bf ofoter 

Zale ica 

CQGC ANA ANA 
feral CID II 


AACS TTT RTA 

afore Ba Aer 
RX CAH 

COOH FICS BIC MATE 

ANT AACE I 


tora keu yas ne o pagaler kache 
tin pagale hale mela nadey ese I 


ekta pagalamo kare 

kol dey jat ajatere 

dauriye yeye 

o tar nai jeter bol 

zeman pagal ke dekheche || 


ekta narakoler mala 

tate jal khaoya phela 
karanga se 

abar hari bale parche dhale 
dhialar majhe |I 


dekhte ye yabi pagal 
sei to habi pagal 
bujhbi sese 

chere tor ghar duyar 
phirbi nece Il 


pagaler namti keman 
balite adhin Jalan 

hay tarase 
caite nite adai pagal 
nam dhareche Il 
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Don't any of you go near those madmen! 
The three of them have teamed up in Nadiya. 


How madly they carry on! 

They run to embrace 

the high- and low-born. 

They pay no heed to caste. 

Who has ever seen such madmen ?? 


They scoop up water 

in a coconut shell? 

and then throw it away. 
As if that’s not enough,* 
they shout “Hari” 

and collapse in the dust. 


If you just go see those madmen 
you'll go mad too. 

You'll understand eventually.° 
You'll roam around dancing, 
deserting home and family. 


What are the names of the madmen? 
Poor Lalan’s afraid to utter them. 
Caite, Nitye, Advai— 

that’s what those madmen are called.° 


1. Alt. trans. (more literal): “No one go near those madmen.” 
2. Alt. trans.: “Who has ever seen madmen like that?” 

3. ekta narakoler mala, tate jal khaoya phela, karanga se. 

4. Alt. trans.: “And what’s more ...” 

5. Alt. trans.: “ultimately”; “Eventually, you'll understand.” 


6. Alt. trans.: “Those are the names they go by.” 


314 CITY OF MIRRORS 
‘Tora keu yas ne o pagaler kache 


Caitanya (Caite), the leader of the sixteenth-century Vaisnava revival in 
Bengal known as Gauriya Vaisnavism, and his two associates Nityananda 
(Nitye), and Advaita (Advai [or Adai]) are the “three madmen” of the song. 
Vaisnavas are frequently described as “mad” because their worship of 
Krsna (Hari) is characterized by intense devotional ecstasy. In the Caitanya 
Caritamrta, Krsnadas Kaviraj’s great biography of Caitanya, Caitanya is 
quoted as saying: “Ifa Vaisnava acts like a madman, singing and dancing, 
it is Krsna in his heart that makes him act so.” 

The Gauriya Vaisnava movement is open to people of all castes, 
although it does not advocate the total rejection of caste that other tradi- 
tions, such as the Vaisnava Sahajiyas and Bauls, do. These traditions also 
consider Caitanya as their addi guru (original guru). 

A bowl made of coconut shell (karanka [or karanga]) and a patchwork 
cloth (katha) are the only possessions of a Vaisnava ascetic (bairagt [< Skt. 
vairdgya]), who traditionally follows a life of poverty. 

[Sources for the Bangla original include: M? 78, no. 42; M?, no. 238; 
LG no. 313.] 
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frat Uisarel Gea CH AT 
Dil dariyay dube dekho na 


fret WAS UL CHA AT 
OS SAA AAA ACT Gt I 


Ore oie ifs fa 
B ae aft Ta feb UR 
( ace) fee ifs a PAA I 


NS freer Aco 
fA ASMA GC w 

C AT SUM SA BATT ACS WNT 
Bees HAA ACV AT I 


SR |= - AR OT At 
WNC SOA HALAS 
Alery Ace CH Ta Gace feret 
BR A AR CAAA II 


dil dariyay dube dekho na 

ati ajan khabar yabe jana |l 
al-khanar sahar bhari 

tahe ajab kariguri 

uttaray pani nai bhite dobe bhai 
(Sunle) ki pratabi e kar-khana || 


tribenir pichal ghate 

bine haoyay moja chote 

bobay katha kay kalay sunte pay 
adhalate parakh karche sona || 


kahibar yogya nay se katha 

sagare bhase jagatmata 

lalan bale se mar udare pita 
janme patnir dugdha khele se na I 


Songs of Lalan Sai 317 


Just dive 
into the Ocean of the Heart and you'll see. 
You can learn the deepest secrets. 


The original city’ 

is an extraordinary place, 

built with astounding skill. 

There’s no water in the lakes, 

but the land is flooded. 

Would you believe such strange business? 
if you just heard about it? 


At the slippery quay of the Triveni 
waves surge without wind. 

The dumb speak, the deaf hear, 

and a half pice, tested on a touchstone, 
proves to be gold.’ 


This story is not fit to be told. 

The mother of the world floats on the sea. 
Lalan says, The father 

is in her belly, 

and when he is born, 

he drinks his wife’s milk. 


= tt. 


1. Gl-khanar sahar. al-khana: al < dul “first” (Arabic awwal) + khana “place” (Persian khan, 
“house”). 


2. kar-khanda: lit. “factory,” an idiom for unusual goings on (cf. “what a zoo!”). 


3. Gdhalate parakh karche sond: lit. “A piece of broken brick tests as gold.” The implication is 
that the brickbat was tested on a touchstone (kasti-pathar). 


318 CITY OF MIRRORS 


Dil dariyay dube dekho na 


A dehatattva (doctrine of the body) song with ulta (upside-down) imagery. 
The original city (al-khandr sahar) refers both to the transcendent primal 
point from which the universe came into being and also to the sahasrar- 
cakra, the center at the top of the head where the Supreme resides. The 
triveni [Bng. tribeni] is the juncture of the three naris (channels) ira, pingala, 
and susumna, where the sahaj manus unites with the Sakti. 

In the riddle in the last verse, “The mother of the world floats on the 
sea” refers on the macrocosmic level to the Sakti in the primal waters, 
who was the receptacle for the ddi bindu, the original seed from which the 
world sprang. In dehatattva terms the line signifies the Sakti in the form of 
a flower that floats in menstrual blood. “The father” is semen, both the adi 
bindu in the case of the primal Sakti and semen ejaculated into the vagina. 
Since a baby is produced from semen, it is also mentioned as “the father.” 
(Cf. LG no. 42 [“Dharo re adhar cadere adhare adhar diye,” 72].) 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 153; LSOLG vol. 2, no. 220; Jha; BhS, 104, no. 289.] 
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Me at Gate Brae |e Shefacar 


Dekho na ebar apnaro ghar thaoriye 


TMH a ala Sac Sa OHefaca 


Bia ¢ tel ona AT 
WT NOT Ross IB FACT I 


ACS AT AEG 

wR Hote 
BNC] SIS aArfacal 

ft WOR YAS 
Blfoel BA CHA CAH Il 


Xcaa SUA BGT CCT 

waretest ofa Sew SCS 
Ut OR 

A aA SR ata CTR 

sat «Bho aifeew 


anf cates aim He aR 
aw At fcr aa 
fara CHAE 
PA HA PA TMT CAT 
C ates fat Se ACH Il 


dekho na ebar apnaro ghar thaoriye 
akhir konay pakhir basa 

yay ase hater kach diye Il 

sabete pakhi ekta 

sahasra kuthari kotha 

ache ara patiye 

nigume tar mil ekti ghar 

acin hay setha yeye I 


gharer dyna ata caupasé 

majhkhane pakhi base ache 
anandita haye 

dekh na re bhai dharar jo nai 

samanya hat bariye Il 


pakhi dekhte yadi sadh karo 
sandhani cine dharo 

dibe dekhaye 
siraj sai kay lalan tomay 
bojhate din yay baye |I 
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This time 

search your own house. 

The bird’s nest is in the corner 
of your eye. 

He comes and goes’ 

right by your hands. 


In every house, 

one bird: 

he perches in the apartment 
with a thousand rooms. 

His main room is unreachable.? 
You cannot know him? 

when he goes there. 


In the middle of a room 
framed by mirrors the bird sits, 
full of joy* 

Brothers, can’t you see? 

You'll never catch him 
if you just put out your hands.° 


If you desire to see the bird,° 

find someone who knows the way. 
He will show him to you. 
Darvesh Siraj Sai says, Lalan, 

it is taking days 

to make you understand.’ 


1. The Bengali does not indicate the gender of the bird. Alt. trans.: “It...” 
2. nigume: lit. “in an inaccessible” or “unreachable place.” 

3. acin hay: lit. “becomes unknown.” 

4. Alt. trans.: “filled with joy.” 

5. Alt. trans.: “just by stretching out your hands.” 

6. pakhi dekhte yadi sadh karo. Alt. trans.: “If you want to see the bird.” 


7. M' is the exemplar for this song. Emendations to the manuscripts: In verse 1 M! gives 
nigom tare for nigume tar. T has sabete for sabe to. In verse 2, T has majare for majhkhane and 
paki rase for pakhi base. M' and T omit darbes from the bhanita, which is necessary for the 
meter, and give tomar for tomay, which is necessary for the rhyme. LPhKK: In verse 1 read 


322 CITY OF MIRRORS 
Dekho na ebar apnaro ghar thaoriye 


This song tells of the various places in the “house” of the human body that 
the soul bird occupies. The “corner of the eye” where the bird builds his 
nest does not correspond to any of the cakras—the ajfia-cakra is between 
the eyes rather than in the eye. (See also Lalan’s song “Paro ge namaj jene 
sune” [LG no. 294]: “He makes the fourteen worlds go round. His sign 
flashes in the corner of your eye.”) It is interesting to note that similar 
imagery is found in the Upanisads where the eye is spoken of as the abode 
of the dtman (self), which is the Supreme in man. For example, Candogya 
4.15.1 says: “That person who is seen in the eye—he is the Self (atman).” 

The apartment with a thousand rooms is the sahasrar-cakra, the 
thousand-petaled lotus. The bird’s “main room” in an “unreachable place” 
(nigume), probably somewhere in this cakra, is the microcosmic equivalent 
of the central point from which creation began (see the annotations to “Na 
jani keman rip se” [LG no. 135; 79]). Lalan says that when the bird goes 
there, “you cannot know him,” because in that place the Supreme is the 
atal tsvar, the “calm God,” who is without any qualities or form; here the 
duality between enjoyer and enjoyed does not exist and the Baul cannot 
feel the bliss of his presence. The “room framed by mirrors,” like the “city 
of mirrors” (“I have not seen him even once” [“Ami ekdin-o na dekhilam 
tare,” LG no. 18; 16]) and the “hall of mirrors” (“In a marvelous hall of mir- 
rors inlaid with gems” [“Ajab 4yna mahal mani gabhire,” LG no. 52; 12}), 
is a metaphor for the djfid-cakra. In this cakra the Supreme has the nature 
of bliss and can be known with the help of “one who knows the way,” the 
guru or murshid who teaches the Baul the difficult sadhana for realizing 
the Supreme within his body. 

[Sources for the original Bangla version includes: Salomon’s manu- 
script; T*: 42, no. 79 (LPhKK, 223); M' no. 242; LSOLG vol. 1, no. 276; LG 
no. 62; KSh; LS no. 430.] 


mil for mun. Other versions: In verse 1 LG has ghare sabe to, which makes the line hypermet- 
ric, whereas KSh has ghare sabe, and the manuscripts and LSOLG have sabe to. LG has sev- 
eral additional words, tay preceding sahasra and o tar preceding nigume In verse 2 LG gives 
tay for bhdi. In verse 3 LG and KSh’s oral version have pakhi, whereas the other versions give 
keu. KSh has bujhite instead of bojhate. LSOLG omits baye, the last word of the song. 
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Cretan fee Guahors 


Dekhlam ki kudaratimay 

Cretan feos SUAS A dekhlam ki kudaratimay 
feat alow Srrersife ary bina bije ajagabi gach 
DIM AACR OT Il cad dhareche tay II 
NS OF CRA SMA. -GT nai se gacher agagora 
*] Olt ANCE ANT Stinya-bhare ache khara 
Bey ACA Ola Po] QT phal dhare tar phulti chara 
CAC STAT RET Il dekhe dhadhi hay |! 
ae fee OF NeRA AT balbo ki se gacher katha 
PCT AE DCT WRT phule madhu phale sudha 
C ATS REA PAT saurabhete hare ksudha 
Uist Of Az Il daridrata yay || 
Brace Ness BI ATA janle gacher arthabani 
Ow aC CHR af cetan bate sehi dhani 

ACA OA AIT guru bale tare mani 
ale Blea BT I lalan phakir kay |I 
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What a miraculous thing I saw— 
a strange tree that sprouted from no seed 
with moons growing on it!! 


The tree has no top and no roots. 
It stands straight up in the sky. 
Fruits ripen without flowers. 
Just a peek dazzles the eye. 


What can I say about this tree? 
There’s honey in its flower, 
nectar in its fruit. 

Its scent satisfies hunger, 

and wipes out poverty. 


That blessed man is enlightened, indeed, 
who knows the meaning of the tree. 

He is the one I revere 

as my guru, says Lalan Fakir. 


1. “Moons” could also be translated as “moon,” since singular and plural with general refer- 
ence are not distinguished in Bengali. 


326 CITY OF MIRRORS 


Dekhlam ki kudrati-may 


This is another song full of ulta imagery (see “Dil dariyay dube dekho 
na” [LG no. 153; 68]). It uses the stock Indian metaphor of the tree for the 
microcosmic body, a metaphor that can be traced at least as far back as the 
Upanisads (Brhadaranyaka 3.9.28). This metaphor first appears in Bengali 
literature in the opening line of Carya, song no. 1: “The body is a tree with 
five branches.” Several paradoxical images describing the tree of the body 
included by Kabir in one of his poems (Sabda 24 [Hess and Singh 1983, 
49-50]) bear a striking resemblance to those contained in Lalan’s song. 

The surrealistic image of a tree with “moons growing on it,” also occurs 
in another song by Lalan “Cad ache cade ghera” [LG no. 109; 59]: “Moon 
fruit grow on the tree of beauty.” In the song under discussion, as in “Cad 
ache cad ghera,” “the moons” (or moon) might stand for any or all of the 
following: the twenty-four and a half moons of the body (see the annota- 
tions to “E ki 4samani cor” [LG no. 103; 25]), the Supreme, semen, or the 
four bodily substances termed the “four moons” (cari candra: feces, urine, 
semen, and blood). 

Lalan creates paradoxes not only within imagery but across imagery 
too, emphasizing the fact that the microcosmic tree cannot be understood 
logically. The “tree,” like the one in Kabir’s poem, bears fruit (offspring) 
without flowers, yet has “honey in its flower” (menstrual blood, the female 
agent of procreation) and “nectar in its fruit” (here, semen, the male agent 
of procreation). One who knows its meaning is “enlightened,” since he 
has penetrated the meaning of the cosmos itself; knowledge of dehatattva 
(the truth in the body) holds the key to conquering death and attaining 
liberation. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 183; KhB; LSOLG vol.1, no. 215; T?: 26, no. 47; Mitra, no. 219; 
LS no. 401. 
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q ¢ afer aia 
Dhanya dhanya bal yare 
e _ afer aca dhanya dhanya bali yare 
A Maye bendheche zeman ghar 


y aGItC FAI 


RAWAM ye x 
qa¢ UNA Ge 
fesor aa ace +f 

AS evry BCT ACA I 


Ral PMA Pole AAT 
Ula Baca fee | ST 


WIR LB AeA CBT 
AH ABT AT TS II 


(Staal) fics Gora wifes ifs 
Mery PT CICS Ma 
CA ART AC RCS I 


Stinyer upar posta kare Il 


ghare sabe m§atra duiti khiiti 
khiitir goray nai re mati 
kise ghar rabe khati 

jhari tuphan hale pare I 


ghare miladhar kuthari nayta 
tar upare cilekotha 
tahe ek pagala beta 
base eka ekesvare || 


(gharer) nice upar sari sari 
sare nay daraja tari 

lalan kay yete pari 

kon daraja khule ghare || 


Songs of Lalan Sai 


I’ve got to hand it to the one! 
who built a house like this, 
with its foundation up in the sky! 


The house has just two pillars, no more, 
and their bases aren’t attached to the floor. 
How will this house stay in one piece, 
when it’s battered by a raging storm? 


It has a basement and nine rooms, 
even an attic at the very top. 

There a madman sits, 

in solitude, the sole Lord. 


Upstairs and downstairs, 
one after the other, 

are nine and a half doors. 
Lalan asks, So which one 
do I open to get in?? 


1. [p@re: Salomon’s typescript also notes the popular variant tare.] 


2. Alt. trans.: “Which door do I open to go inside?” 
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330 CITY OF MIRRORS 


Dhanya dhanya bali yare 


The upside-down “house,” a variant of the common upside-down tree 
metaphor, represents the microcosmic body, and the “sky” signifies the 
sahasrar-cakra, the abode of the Absolute, who is described as the “founda- 
tion” of the universe. The “two pillars” are the legs, and what I have trans- 
lated as “basement” (miladhdar) is the lowest cakra, located at the base of 
the spinal column between the anus and the genitals. The meaning of the 
“nine rooms” is unclear. Other songs (i.e., LG no. 299, “Khacar bhitar acin 
pakhi’) mention only eight rooms, such as the eight limbs of the body, or 
the eight candras, “moons.” (See the commentary to “Bhajo re jene Sune,” 
LG no. 246 [go].) The “attic” where the “mad fellow sits” is, again, the 
sahasrar-cakra. Instead of “nine and one half doors,” Lalan’s song “The pri- 
mal Mecca is in this human body” (“Ache adi makka ei manabdehe,” LG 
no. 295 [7]) refers to the more usual ten doors. (See the commentary to this 
song for a discussion of their symbolic import.) It is possible that the “half 
door” is just another term indicating the tenth door, although, as indicated 
in the aforementioned commentary, even its meaning is open to inter- 
pretation. At any rate, whether the “half door” refers to the brahmadvara 
(door of brahman), the opening to the susumnd, which is the nai (channel) 
that leads to the sahasrar; or to the ajrda-cakra, or sahasrar itself; or even 
to the yoni or miiladhdar, it is most likely this door that Lalan must “open 
to go inside” (lit. “to go inside the house”), for these are all abodes of the 
Absolute; the sahasrdar is his permanent abode, the d@jfd-cakra is where he 
manifests himself, and the miladhar is where he holds court. (On half 
numbers in Baul songs, see the commentary to “Bhajo re jene Sune” [LG 
no. 246; 9o].) 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LSOLG vol. 1, no. 202; notebook from Hariarghat, no. 117; J, 26, 
no. 51; LG no. 202; LS no. 153. The song is notably absent from LG and V*.] 
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Salomon’s MS for “Dhanya dhanya bali yare.” 


ae Gt Bled DICTA Bleed Blast ACEI 


Dharo re adhar cadere adhare adhar diye 


ad A Bea DICATA BATA 
wea fac 
T TH CAG AAT 
ac Ct aie aa 
AOS Bea Lat 
CHA A ALST RH Il 


BABA CCT OT 
Glen at Po Ala Geer 
Set aie 
POY Yat Sid Aer 
DIA-DC AT CICS CATT 
wearer BCT I 


fr cot alt 
Nea CATT ANG ATT 
CHAOS FRI AT 
MICOS AC RITA 
CO FCA CHA ATT 
CHAT CT BT A ICT I 


A acta face RE 
THR AA 
Prater F 2 acer CA AT 
‘Caines act BH CT AT 
ait Rates Bhs Seley 
atc alee ate cas 


dharo re adhar cadere adhare 
adhar diye 

ksirode maithaner dhara 

dharo re rasik nagara 

ye basete adhar dhara 

dekho re sacetan haye || 


arasiker bhole bhule 
dubis na kip nadir jale 
karan barir madhya-sthale 
phuteche phul acin dale 
cad-cakora tahe khele 
prem bane prakasiye Il 


nitya bhebe nitya theko 
lilar dese yeo nako 

se desete mahapralay 
mayete putra dhare khay 
bhebe bujhe dekh manaray 
se dese tor kaj ki yeye I 


paficabaner chile kete 
prem bhajo svartiper hate 
siraj sai bale re lalan 
baidik bane karis ne ran 
ban haraye parbi takhan 
ran kholate hubari kheye || 
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Put your lips to hers 

and catch the uncatchable moon.' 

In the current of the churned milk ocean 
nab that rake.? 

Keep your eyes on the liquid 

where he can be caught. 


Dont be enticed by false lovers 

to dive into stagnant pools.’ 

In the middle of the waters of creation, 
a flower blooms on an unknown branch. 
The moon and cakora birds play there,* 
shooting arrows of love. 


Always think, 

and always be patient. 

Dont go there just for fun. 

You'll end up in a land 

of utter devastation? 

where mother devours son. 

Use your head,° king of my mind. 

What's the use of going to a land like that? 


Cut the bowstring 

to the five arrows. 

Worship love 

in the market of your true nature. 
Siraj Sai says, Lalan, 

don't fight with Vedic’ arrows. 
When they run out,’ 

you'll fall on the battlefield 

flat on your face. 


1. Lalan puns on the words adhar “lip,” adhar “uncatchable,” and dhara “to catch.” 

2. dharo re rasik nagara. 

3. “stagnant pools”: kiip nadir jale. Kip literally means “well,” and nadi “river.” Lalan uses the 
compound kiip-nadi in the same sense as kiip-jal. See notes to LG no. 453 [“Ebar ki sidhane 
saman jvala yay,” 33). 

4. Birds who are said to subsist on moonbeams. 

5. Lit. “In that land there is utter devastation.” 

6. Alt. trans.: “Think it over.” 

7. i.e., orthodox. 


8. [One oral variant is hérale, which would change the translation of this phrase to “If they 
run out.” 
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Dharo re adhar cadere adhare adhar diye 


Another song about the appearance of the “uncatchable moon” (adhar cad) 
in menstrual blood and of the dangers of giving way to lust and losing 
control of semen. According to Karim Shah, the line “put your lips to 
hers” (adhare adhar diye) refers to the rite of ingesting menstrual blood. 
(The sadhak takes the blood orally from the saédhika and then places some 
in her mouth.) 


” ¢ ” 


“The milk ocean,” “the liquid where he can be caught, 
pools,” and “the waters of creation” all signify menstrual blood. “The son” 


is semen and the “mother” is the yoni. Lalan warns against being “enticed 


stagnant 


by false lovers” and engaging in sex “just for fun” because it will result in 
“a land of utter devastation where mother devours son,” namely, the ejacu- 
lation of semen into the vagina. 

“The five arrows” are the arrows of the god of love, Kama: madan 
(enchantment), mohan (excitement), sosan (absorption), stambhan (stu- 
pefaction), and sammohan (infatuation), which incite lust. “Vedic arrows” 
signifies conventional sex motivated by lust and desire for offspring. “The 
battlefield” is the yoni. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 42; J no. 170; KhB notebook, no. 88; LSOLG vol. 1, no. 218; 
BBOBG no. 84; LPhKK no. 168; LS no. 100.] 
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MC 6 ARGU US WA CAOS 


Dharo cor haoyar ghare phad pete 


MC ARMA NA WA CATS 


cafe amt ¢ at 
eafac aLet ol 


elt ¢ Tala aRA 
for oI R waa 
wl OC AAC Il 


C tea fe aprat 

CH Giicl Ula er Hata 
RIGA Gla Taya 
RON FNMA SIS 


ANA Bal Cot et 
ale PHY aT 
eS RC FT CAN BCU 


dharo cor haoyar ghare phad pete 
se ki samanya cora 
dharbi kona-kaficite || 


patale corer bahar 
dekhay asamaner upar 
tin tare hacche khabar 
Subhasubha yog-mate || 


kotha ghar ki basana 
ke jane tar thik thikana 
haoyay tar baramkhana 
haoya muladhar tate I 


cor dhare rakhbi yadi 
hrd-garad karo ge khati 
lalan kay khutinati 
thakte ki cor dey chiite I 
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Lay' a trap 

in the house of wind 

to catch the thief. 

You think he’s an ordinary thief? 
you catch in some nook or cranny?3 


The thief’s gang* 

lurks in the underworld,> 

but he shows up in the sky.° 
Three wires telegraph the news 
whether the time is right.” 


Where’s his house? 

What's his aim?’ 

Who knows his permanent address? 
His court is in the wind—? 

in the wind at the root. 


If you want to catch the thief, 

clean the prison of your heart. 

Lalan says, If so much as a speck remains,” 
will the thief let you touch him? 


1. Alt. trans.: “Set.” 
2. Alt. trans.: “He’s no ordinary thief.” 
3. kona kanicite [or kond-kaficite]. 


4. The meaning of bahar is unclear. The term commonly has the sense of “ship,” “fleet of 
boats,” “navy.” PAEIB [Hilali 1967] also gives the definition “train of people.” I have taken 
Khoda Baks’s suggestion that in this context the word means dal “group,” “gang.” 


5. patale corer bahar: lit. “In the underworld is the thief’s gang.” 


6. The subject of the clause is unstated in the original and is therefore unclear. I have taken 
it to be the thief, but it may also be the thief’s gang. 


7. Subhasubha yog-mate: lit. “According to auspicious or inauspicious time.” Alt. 
trans.: “Whether the time is right or wrong.” 


8. basana. 
9. “court”: baramkhana. 
10. “root”: miiladhar (see commentary). Alt. trans.: “in the wind in the lotus at the root.” 


u. “speck”: khutinati: lit. “slight flaw.” Alt. trans.: “As long as a speck remains”; “As long as 
there’s a speck.” 
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Dharo cor haoyar ghare phad pete 


Another song about the sahaj manus as thief. (See LG nos. 20 [“Sahare sola 
jan bombete,” 126] and 35 [“Rammahale sid kate saday,” 120].) The “trap in 
the house of wind” symbolizes the practice of breath control. “The under- 
world” is the miladhar, the lowest of the seven cakras. “The thief’s gang,” 
according to Khoda Baks, signifies the six enemies of man. (In LG no. 20 
(“Sahare sola jan bombete”] the sahaj manus is depicted as the leader of 
sixteen robbers, including the six enemies.) “The sky” is the sahasrar, the 
highest cakra, which is the sahaj manus’s “permanent address.” The “three 
wires” are the three ndris (channels) ird, pingala, and susumnda, and the 
“court” located “in the wind at the root” refers to the miiladhar (mii, “root”) 
where the sahaj manus performs his /ila. 

The Bauls believe that menstrual blood flows through a different nari 
on each of the three days of menstruation. In the early part of the third 
day (dvitiyar prathame), when the blood flows through the susumnd, the 
sahaj manus descends in breath from the sahasrar to the miiladhar via the 
susumna. This is considered the “right” time for ritual sexual intercourse. 

During sadhana the sadhak draws a drop of blood into his penis (a 
practice the Bauls term sosan ban, “suction arrow” and yogic texts call 
vajrolimudra). By laying “a trap in the house of wind,” by practicing breath 
control, the sdédhak is not only able to prevent the discharge of semen dur- 
ing sédhand but also to return it to the sahasrar. The resulting feeling of 
bliss that the sédhak experiences is what Lalan calls “catching the thief.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 49; KhB; KSh; BhS, 24, no. 65; T*: 25, no. 44 (LPhKK, 209); 
BBOBG no. 110.] 
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CAC Sheri feret CACAITR eT Hf GARLIC 
Dhoro ajajil rekheche sejda baki konkhane 


TC wearer cacace 
cHermt SRC AAT 
a WA Sa OTGTHT 
CAR GTA FBC I 


BAS GEG fret rat 
CAN YR 

Ra AT RET CT 

C Ue wfc II 


aay TR | COT GTN 
CoAT Mca PYoT BV 
wrenftrcera ff WAZ 
AMS ORG 


corer facet fos Set RI OIA 
Alery Ace CHR fol 
A CS CACTI 


dhoro ajajil rekheche 
sejda baki konkhane 
karo re man karo sejda 
sei jayga cine I 


jagat jure dilo sejda 
tabu ghatlo dur-abastha 
iman na hailo pokta 
thorai jamine || 


zmani mahatmya se jaygay 
sejda dile makabul hay 
ajajiler bisvas nay 

lanat sei janye I 

iblicher sejdar upar 

sejda dile ki phal hay tar 
lalan bale sei bicar 

tvaray leo jene Il 
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Go and search! 

Where did ‘Azazil 

fail to bow down? 

Find that place, my mind, 
and bow down there. 


He bowed down 

all over the world, 

but still he got in trouble. 
His faith wavered 

because of a tiny plot of land. 


Bow down 

in a holy place like that, 
and you'll be taken in. 
But ‘Azazil didn't believe, 
and so he was cursed. 


What's the use 

of bowing down 

where Satan did? 

Lalan says, Hurry up and learn 
to tell the difference.' 


1. [Emendation:] LG: For the first word of the refrain read dhoro instead of dhare. 
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Dhoro ajajil rekheche sejda baki konkhane 


This song refers to the Qur’anic story of the angel ‘Azazil who later became 
Satan. When Allah made Adam, he asked all the angels to bow down to 
him, because he had breathed his own breath into him. ‘Azazil, who up 
to this point had been an exemplary devotee, refused to comply because 
he had been created out of fire, while Adam was made of mere earth. As 
a result, ‘Azazil was cursed and banished from heaven. At his request, his 
punishment was postponed until the Day of Judgement, when he will be 
thrown into hellfire. In Lalan’s view, the story attests to the divinity of man. 

[Sources for the original Bangla version include: Salomon’s exemplar (J 
no. 21; KhB; see below); Salomon’s manuscript (slightly different version 
based on LG no. 288); LSOLG vol. 2, no. 14.] 


Exemplar: J no. 211; Oral version: KhB 


dhoro ajajil rekheche sejda baki konkhane/ 
karo re man karo sejda sei jayga cine // 


Jagat jure dilo sejda, tabu ghatlo dur abastha/ 
eman na hailo posta, thorai jamine // 


emni mahitya (i.e., mahatmya) se jaygay, sejda dile makbul hay/ 
ajajiler bisvas nay, lanat sei janye // 

iblicher sejdar upar, sejda dile ki phal hay tar 

lalan bale sei bicar, tvaray leo jene // 
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ata at foes fe St ates 


Nabi na cine ki alla pabe 


alfa at foc fee ST atte 
afd Acad bin BIRR CHA AT A COSTS II 


Re AeA BV HVT HHS 
Ha afers wid Afa aT Ft 
Rod 6 AIC Olea fPaCeT AT SCSI 


TCHS Tea st AAS 
> xfs sfexte 
a Cae aN at Fae 
Weld ST Bla AeA | 


C at aida gusts caaiet 
BUA ASAT AQ Ht Ret WaT 
I Aa # ACH BG 

ASAT BI BOA SIA I 


nabi na cine ki alla pabe 
nabi diner cad aj dekh na re bhebe || 


yar ntre hay sayal samsar 
se aj kalir bhabe nabi payagambar 
hater golamale tare cinlam na bhabe || 


batuner ghare nur nabi 
purus ki prakrti chabi 

paro del-koran karo re bidhan 
maner andhakar yabe || 


bojha kathin kudarati kheyal 
amar nabiji gach saiji phal 
ye par ai gache car 

lalan kay katar bhabe Il 
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Will you get Allah 

if you don't know the Prophet? 
The Prophet is the moon of faith. 
Think it over, today. 


The one from whose light 

the whole world sprang 

today is the Prophet of the Kali age. 

In the tumult of the marketplace, my mind 
I didn't recognize him in this world.' 


In a hidden room 

the Prophet’s light. 

Does it look like a man 

or a woman? 

Read the book of the heart. 

You'll find the way. 

The darkness of your mind will fade. 


Divine whim is hard to understand. 
My Prophet is a tree, 

the Lord, its fruit. 

Pick that fruit 

and climb that tree, 

says Lalan wistfully.” 


1. Alt. trans. (omitting bhabe, “in the world”): “I didn’t recognize him.” 


2. [Emendations:] Verse 1: LSOLG has din for nabi. Verse 2: LPhKK misreads batuler for 
batuner. LSOLG has koran for ketab; T has karo re, whereas LG and LSOLG have karbe. Verse 
3: T has kudarato, whereas LG and LSOLG have kudarati. 
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Nabi na cine ki alla pabe 

This is another song that refers to the hidden and manifest forms of the 
Prophet (see the annotations to “Nabi na cinle kise khodar bhed pay” [LG 
no. 206; 76]), namely, the Prophet’s light (Nur Muhammad or Nur Nabi), 
from whom the “whole world sprang,” and who is the divine in the human 
body (see also the annotations to “Akar ki nirakar sai rabbana” [LG no. 280; 
5]), and the historical Muhammad, whom Lalan describes as the “Prophet 
of the Kali age,” the last and worst of the four ages. As I point out else- 
where (“Nabi na cinle kise khodar bhed pay”), the historical Muhammad is 
identified with the murshid, so that the “Prophet of the Kali age” can also 
refer to the spiritual guide. 

In Karim Shah’s opinion, “the hidden room” (batuner ghar) containing 
“the Prophet’s light” refers to the female sexual organ (meyeder guptasthan, 
lit. “the woman’s secret place”). However, in most of the Baul songs I have 
examined, Nur Muhammad seems to reside in the two-petaled ajid-cakra 
between the eyebrows. Kalu Shah ([Asgar 1991] no. 95) says that he is in 
the kohl-black room (kdajal-kotha), which presumably is the “hidden room” 
mentioned by Lalan. Duddu Shah ([Jahangir] 1964, no. 95) places this 
room in the two-petaled lotus and locates the hall of mirrors inside it (for 
a discussion of the hall of mirrors, see the annotations to “Ami ekdin-o na 
dekhilam tare” [16]): 


In your true form is the seat of [the Lord’s] form. 
You can find it on the two-petaled lotus. 

Its rays are brighter than ten million moons. 
The hall of mirrors is in the kohl-black room. 


In the one exception I encountered, Pafija Sah locates the Prophet’s light 
in the 14 mokam, which is equivalent to the highest cakra, the sahasrar, 
rather than the two-petaled lotus (“Ei manuse nabir niire jhalak dey,” in 
BBOBG, 303). The plexus between the eyebrows is also the site of Nur 
Muhammad in the Sufi yogic text Yogakalandar (ca. seventeenth century) 
[attributed to] the Bengali poet Sayyid Martuza (Roy 1983, 176). It describes 
him as residing in the jabrut mokam, equivalent to the two-petaled ajna- 
cakra between the eyebrows, in a white lotus inside a pearl. According to 
Enamul Haq’s translation of the text (1975, 3778-396) based on a compos- 
ite manuscript he prepared from seven Bengali manuscripts, he is in a 
cold chamber in the lahut mokam equivalent to the twelve-petaled anahata 
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cakra in the heart, inside the pearl of an oyster. But the text published by 
Ahmad Sariph (1969, 98-99) supports Roy’s interpretation. [See the anno- 
tations to “Jan ga nirer khabar” (61) for more on the Yogakalandar text.] 

Once again (see “Aparer kandar nabiji amar” [LG no. 269; 4), Lalan 
asks the question whether Muhammad took “the form of a man or of 
a woman.” Whereas at the time of the creation (see the annotations to 
“Ahade ahamad ese” [LG no. 282; 22]) and the mi’raj, the Prophet’s ascent 
to heaven (see “Nigur prem kathati tai 4) ami Sudhai kar kache” [LG 
no. 244]), he is equated with the Sakti, in the body “the Prophet's light” 
is identified with the adhar or sahaj manus, who is both male and female 
(see Salomon 1991, 291-292). As Duddu Shah explicitly says in his song 
“Ar se bari bar elahi” (private collection): “The Prophet’s light is the divine 
young couple,” that is, Radha and Krsna in one (nar nabi hale yugal kisor). 
Saiyyid Martuza agrees with the Bauls on this point too. According to his 
Yogakalandar, Nur Muhammad is the jivatma and paramatma combined 
in a single form.’ 

The tree to which Lalan often compares the Prophet represents the 
manifest state of the God, whereas the fruit or the seed (see “Aparer 
kandar ...”) signifies his unmanifest state. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; Tt: 2, no. 3; LPhKK, 231; LG no. 272; LSOLG vol. 1, no. 292.] 


3. [The Yogakalandar is attributed to Saiyyid Martuza, but its authorship remains uncertain.] 
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ate at foarcert fee ¢ AIk COM TH 
Nabi na cinle kise khodar bhed pay 


alfa at feacer fect ¢ AIA COM ONE 
foficS ACR 6 TH CHR ARTA Il 


ca ate ota TOF 
CH vid ACA OA 


RET YHA ANT GIA 
RG FTI 


C ala Raq CHS 

C aafaal aRate 
CIR BCA CHACT CRS 
ANT AMAT Il 


aafurmn ¢ a 

for WT Ola NST Aa 

Ale ACA MHICAA BIC 
me af BE I 


nabi na cinle kise khodar bhed pay 
cinite baleche khode sei dayamay | 


ye nabi parer kandar 
jenda car yuger upar 
hayatul murasalin nam tar 
sei janya kay Il 


kon nabi hailo ophat 
kon nabi bandar hayat 
nehaj kare jenle nehat 
yabe samSay I 


ye nabi aj sange tor 

cine man tar daon dhar 

lalan bale parer karo 
sadh yadi hay I 
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How can you find out 

the mystery of Khoda 

without knowing the Prophet? 
The Merciful One himself said 
you should know him. 


The Prophet who’s the pilot 
to the other shore 

lives throughout the ages. 
That’s why he’s called 

the “life of the prophets.” 


Which prophet died? 

Which prophet is the life of man? 

Pay attention, and learn this inside out. 
You'll put an end to all your doubts. 


My mind, the prophet who’s with you today— 
get to know him. 

Grab hold of his hem, Lalan says, 

if you've any desire 

to reach the other shore.' 


1. [Emendations:] J! omits nabi from the first line of the last verse. No other significant vari- 
ants are found in the versions cited. The song is given in LG (no. 206), but it is corrupt; the 
Arabic and Persian words are garbled. 
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Nabi na cinle kise khodar bhed pay 


As in “Rasulke cinile pare khoda cena yay” [LG no. 261; 121], here too Lalan 
says that it is through the Prophet that the unknowable divine essence 
manifests itself and can be known. The answer to the questions that 
Lalan poses in this song turns on an understanding of the fact that there 
are basically two forms of the Prophet, the first bdatin [Bng. batun], “hid- 
den,” and the second zahir [Bng. jaher], “manifest”: 


1. The light of Muhammad (Ar. nir muhammadi) or the Reality of 
Muhammad (Ar. hagiqa muhammadiyya), the preexistent Muhammad 
who was God’s first creation and is the first of the prophets, is the batin 
form of the Prophet. As a hadith says (quoted in Schimmel 1975, 215): “I 
was a prophet when Adam was still between clay and water.” Schimmel 
explains (1985, 132) that haqiqa muhammadiyya is considered to be the 
fountainhead of all prophetic activity. For this hagiqa muhammadiyya— 
a term often translated as “archetypal Muhammad’—manifests itself 
first in Adam, then in all the other prophets until it finds its full expres- 
sion once more in the historical Muhammad, who thus becomes, as it 
were, the alpha and omega of creation. It is this form of Muhammad 
that Lalan describes as “the pilot to the other shore” who “lives through- 
out the ages” and as “the life of the prophets” (hayatul murasalin, Ar. hayat 
al-mursalin). It is also this preexistent form who is “the life of man” 
(bandar hayat, lit. “the life of the servant”) for nir muhammad is the 
light in the soul (ruhu or atmd; see, for example, Lalan’s song “A’man 
din ki habe re ar” [LG no. 252]), which is identified with sperm. (On the 
identification of light and semen, see the annotations to “Mursid janay 
yare marma sei jante pay” [LG no. 239; 106].) “This hidden form of the 
Prophet,” Karim Shah explained in a performance held in the village of 
Gopinathpur, Magura District, in 1986, “wasn’t born from any womb 
and is a substance sent by God (allar prerita bastu). It is found in the 
heart, and moves in breath. ... When that prophet goes out of the body, 
the person is dead.” 

2. The historical Muhammad, the last and greatest of the prophets, is the 
zahir form. Schimmel (1985, 132) comments: “Muhammad the Prophet 
is the all-comprehensive and perfect manifestation of the primordial 
light, and with him the cycle of manifestations is completed, for he is 
the Seal of the Prophets.” It is this manifest form of Muhammad who 
“died.” In the last verse of the song Lalan refers to another manifest 
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form of the Prophet “who's with you today.” By this he means the mur- 
shid or pir. (On the identification of the Prophet and the murshid see 
the annotations to “Rasulke cinile pare khoda cena yay” [121].) Karim 
Shah remarked in the Gopinathpur performance that “each person 
meditates on the image of his pir who is for him the manifest form of 
the Prophet” (yar par pir tar tar dhyaner chabi, tar tar jahira rasul). 


[Sources for the original Bangla version include: Salomon’s manuscript; 
Tt 5, no. 9; LPhKK, 233; J! no. 249; LSOLG vol. 1, no. 37; LS no. 13.] 
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TTA BNE HAUT BA 
Nabir ange jagat payda hay 


Aa a GAS MHA ae 
ca @ aes fe ae Ula 
CH aca ft FT II 


a aM 
OR ARAR X 
WAAR AWA 
Baal CWT Il 


fe wt afaa Gist OF 

Z Reco face 
BUARANS Aa ary forces 
RA ANS CANT I 


AB AIA YB PA LCA 
HEY HE MA BA 
fe AC OAC GRP 
farICaa AAR I 


afae COR AT aT 
XC Ae Gis HA 
WR Ola Scere 
wlerey Blea PT I 


nabir ange jagat payda hay 
sei ye akar ki halo tar 

ke kare nirnay || 

abdullar ghare balo 

sei nabir janma halo 


mil deha tar kothay ralo 
sudhabo kothay || 


kirtipe nabir jano se 
yukta hay baper biche 
ab-hayat yar nam likheche 
haoya nai sethay |i 


ek jane dui kay dhare 
keu punyi keu pap kare 
ki habe tar roj hasare 
hisaber samay | 


nabir bhed pay ekanti 
ghuce yay tar sab sandhi 
drsti hay tar alek phandi 
lalan phakir kay I 
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The world came 

from the Prophet's body. 
What shape did he have? 
Who can figure it out? 


You say the Prophet was born 
in ‘Abdullah’s house. 

But his original body— 
where did it stay? 

Where can I ask? 


How did the Prophet’s soul 
and his father’s seed unite? 
No wind enters the place 

books call the waters of life. 


A man! takes two bodies: 
One does good, 

and the other sins. 

On judgement day, 

at the time of reckoning, 
what will happen to him? 


If you know the mystery 
of the Prophet, 

all your doubts disappear.? 
You see the unseen scheme, 
so says Lalan Fakir. 


1. jan: lit. “soul.” 
2. sandhi < sandeha [“doubt”]. 


3. [Emendations:] The readings of the two notebooks are virtually identical. In verse 2 for LG 
rager bije read baper biche. In verse 3 for LG bojho man re read roj hasare. In verse 4 for LG 
anek read dlek. LSOLG has panthi for phandi [or phandi]. The two oral versions of the song 
I collected, one from Khoda Baks and the other from Laili Begum, are almost identical but 
contain several readings that differ from those of the notebooks. In most cases the variants 
do not affect the meaning of the song. In verse 1 for sudhabo kothay Khoda Baks and Laili 
have e katha kare basudhdi. Laili reverses the order of verses 2 and 3. In verse 2 for nabir jan 
se they have se nabir jan, and for yukta hay baper biche Khoda Baks has baper biche yukto hon. 
Laili gives hay for hon. For ab-haydat yar nam likheche both singers give ab-hayater namti likha. 
In verse 3 they have the synonymous nikdser belay for hisdéber samay. The most significant 
variants are in the last verse: For sab sandhi the oral versions have maner bhranti, and for 
phandi they have panthi (Laili also gives its variant panthi the first time she sings the word). 


354 CITY OF MIRRORS 
Nabir ange jagat payda hay 


Nur Muhammad is thought by Bengali Muslims to have anthropomorphic 
shape. The world was created from drops of light that oozed from his body 
(see Lalan’s song “O duti ntrer bhed bicar jana ucit bate” [LG no. 240; 
36]). For the answer to the question of where the Prophet left his “origi- 
nal body” when he “was born in ‘Abdullah’s house” see the annotations to 
“Ahade ahamad ese nabi nam se janale” [LG no. 282; 22]. 

According to a story in verse recited by Karim Shah, the Prophet’s soul 
was contained in a flower that floated down from the sky and landed on a 
dead tree in Arabia. Several women tried to pick it, but none of them suc- 
ceeded. They appealed to ‘Abdullah for help. By Allah’s order, the flower 
dropped into his hand and his “brain became heavy” (magaj halo bhari). 
Since semen is believed to be contained in the head, this may indicate that 
the Prophet’s soul entered ‘Abdullah’s seed. But the story does not end 
here. ‘Abdullah gave the flower to his wife Amina, and when she smelled 
it, the Prophet entered her womb. Another reference to this flower is 
found in a song attributed to Lalan (Haramani vol. 5 [Mansuruddin 1984], 
no. 2 [“Behester pase ntirer gache”)): 


The flower was blooming on the tree of light in heaven. The tree 
shed its light, and the flower came down to earth into ‘Abdullah’s 
hands, who took it and placed it on his head. The Prophet entered 
Amina’s womb and was born ten months and ten days later. 


Although I was not able to trace this story to earlier Muslim sources, 
some of the motifs are present in Arabic and Persian legends about 
Muhammad. The flower in the Baul tradition is usually identified with 
menstrual blood rather than semen. But a legend mentioned by the 
Persian poets Rumi and Attar (Schimmel 1985: 35) identifies the rose with 
the sweat of Muhammad, which, according to some Islamic traditions, is 
the spermatic substance from which the world was created (see the anno- 
tations to LG no. 239 [“Mursid janay yare marma sei jante pay,” 106)). 
During the Prophet’s heavenly ascent drops of sweat fell on the ground, 
and from them was created the first rose. (It is interesting to note that 
in the Taoist yogic text The Secret of the Golden Flower, the golden flower 
signifies crystalized light, which is equated with semen.) In the Baul leg- 
end, the Prophet’s substance is absorbed into ‘Abdullah’s head. Similarly, 
in Muslim sources composed in Arabic (Rubin 1975, 84-86), as long as 
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‘Abdullah contains the divine prophetic sperm within him, a light shines 
on his forehead. And in an Islamic legend related by Rubin (1975, 111), 
Muhammad’s substance is contained not in a flower, but in a fruit: “When 
Allah wanted to make Muhammad manifest in the world, He drew out a 
drop (qatra) from beneath His throne, and threw it into one of the earthly 
fruits. ‘Abdullah, the prophet’s father, ate it and transferred it into the 
womb of his wife when copulating with her. Consequently she conceived 
Muhammad.” 

The “place books call the waters of life” (ab-hayat: Pers. ab “water” and 
Ar. hayat “life”) is the female sexual organ. Since it is an enclosed space, 
“wind” cannot enter (cf. the similar phrase “without wind waves surge” in 
Lalan’s song). However, it is not clear to me what connection the absence 
of wind has with how the Prophet’s soul combined with ‘Abdullah’s seed. 

The “two bodies” are the nafs “soul” and the rih “spirit,” roughly 
equivalent to the Hindu terms jivatma “individual soul” and paramatma 
“supreme soul.” The nafs performs all the bad actions, and the rih all 
the good actions. This is in contrast to the paramatmda, who does not act. 
Depending on the person’s deeds, the nafs will go either to ‘Illin, “heaven,” 
or Sijjin, “hell,” until the Day of Resurrection. [See song 40 for the non- 
literal way in which these terms, usually referring to the register where 
deeds are kept, are used.] 

[Sources for the original Bangla version include: Salomon’s manu- 
script: T 5, no. 8; LG no. 271; LPhKK, 233; J1; LG no. 271; LSOLG vol. 1 
no. 38; Jha, 274.] 
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afd aT SG ATT OATS 


Nabir ain karo bojha sadhya nai 


faa ST BICC AT OTR 
Ue AIT Twin 
CH IGT SI Il 


AR AAAS SHA 
aos AHR Ahorm fesored 

BRT 4 ste Sat Rates 

CR AC aa OT Glacw ANS II 


SCT AAR AC SB 
ORO SOI AR ATA 
QC WY cates 

CRC BIC We AN II 


C GTA AR FOR 
OR BA GM FO SA 
fare Pea TER ee 
UPS Ai AY MASS I 


nabir ain karo bojha sadhya nai 
yar yeta buddhite ase 
se bale tai || 


behester layek 4hammak sare 
Sunte pai hadis kitabe 

ami e mata katha hisabe 
behester gaurab kise jante pai || 


thakle bale 4nammak boka 

sei dhammak cay behester jayga 
e to bara pirna dhoka 

ke ghocabe kothay yai || 


roja namaj behester bhajan 

tay kare dnammak se jan 

binay kare balche lalan 

thakte pare bhed murSider thai |l 
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The Prophet’s law 

is impossible to comprehend. 
So each man tells it 

as he understands it. 


I’ve heard 

the hadith says! 

fools are worthy of heaven.? 

When I think over words like these,? 
I don't know why 

heaven has such prestige.* 


When a man is duped, 

he’s called “fool” or “simpleton.” 
Does that fool get a place in heaven? 
I’m in total confusion.* 

Who will set me straight? 

Where can I go? 


Fasting and prayer® 

are rituals that get you to heaven.” 
Does it make you a fool 

if you do them?’ 

Lalan says with all due respect, 

A murshid might know the secret.? 


1. Traditional sayings of Muhammad. Alt. trans.: “The scriptures say.” 

2. The second half of the sentence is given first in the Bengali text. 

3. ami e mata katha(r) hisabe. 

4. behester gaurab kise jante pai. 

5. e to bara piirna dhoka. 

6. roja namaj. 

7. Alt. trans.: “are rituals for getting to heaven.” 

8. Alt. trans. (more literal): “Does it make a man a fool if he does them?” 


9. thakte pare bhed mursider thai. 


358 CITY OF MIRRORS 
Nabir ain karo bojha sadhya nai 


Lalan pokes fun at sophistry, external rituals, and the notion of heaven. 
The gist of his argument is as follows: According to the scriptures, even 
fools can go to heaven. So if all you need to be is a fool to get to heaven, 
then what’s its attraction? If a man is a fool, does he automatically go to 
heaven? And ifa man worships with the purpose of getting to heaven, does 
that make him a fool, since it’s been established that fools go to heaven? 

It is unusual for Lalan to express doubt in the murshid as he does in the 
last line of this song. More commonly, his attitude is one of veneration. In 
many songs he identifies the murshid with the Prophet and Khoda (e.g., 
LG no. 256 [“Mursider mahat gun ne na bujhe”] and LG no. 213 [“Yadi 
Saray karyasiddhi hay”]). According to Khoda Baks, Lalan here recognizes 
the reality of the situation—that there are many kinds of murshids. Not 
every murshid is equally qualified to instruct the adept in sadhana. (On the 
Baul attitude to the guru or murshid, see Capwell 1986, 80-81.) 

[Sources for the original Bangla version include: Salomon’s manu- 
script; KSh; LG no. 209; LS no. 319.] 
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Salomon’s MS for “Nabir ain karo bojha sadhya nai.” 


ee 


al Gift aI OT 


Na jan keman riip se 


al Gift Cea of OF 
TTC ASR SI 
C fe cae Il 


CHATS Wey Bl AAT 
AR Gl Ola Garrat 
¢ weafee ata erat 


QAR IC A A II 


wllenta fas Hepa wifes 

frarata fe on fis ot 

LRU BA AW 

Wo PACT C WNT II 


Bane CA AM AT 
fas orfecs feos Fat Ae 
C Ta afea cece fe aa 
Aer Cores Ae at facet I 


na jani keman rip se 
namer saurabhe yar tribhuban 
mohita kareche || 


dekhte man hay basana 
pay ne tar upasana 

kothay bari kothay thikana 
khtijiye pabo kon deSe |I 
akar ki sakar bhabibo 
nirakar ki jyotiripa 

e katha kare Sudhabo 

srsti karlen kothay base I 


upadese gol yadi ray 

ki bhabiye ki kara yay 
gole hari balle ki hay 
lalan bhebe pay na dise I 
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I don't know how he looks— 
the one who captivates the three worlds 
with the beauty of his name. 


I want to see him, 

but didn’t learn 

how to worship him. 

Where’s his house? 

What’s his address? 

What country should I search? 


Should I imagine him 

with a gross or subtle form? 

Is he formless or is his form light? 
And who can I ask this question: 
When he created the world 

where did he sit? 


If the teaching you get 
leaves you confused, 

what to think?! 

What to do? 

If you follow the crowd? 
and shout “Hari,” 

what will you gain? 

Lalan hasn't a clue 

though he racks his brain.’ 


[There are no annotations for this song. Sources for the original Bangla 
version include: Salomon’s manuscript; T'; M'; J' LPhKK, 171; LSOLG vol. 
2, no. 2; BhS, 20; LG no. 135; LS no. 182.] 


1. Alt. trans.: “What are you to think? What are you to do?” 
2. Alt. trans.: “jump on the bandwagon.” 


3. [Emendations:] There is only one minor variant among the three manuscripts: In verse 3, 
T! and M? have kare, whereas Ji has kara, which makes better sense. LG has the same read- 
ings as T'and M'. The LSOLG version is corrupt. In the refrain LSOLG has riper for namer. 
In verse 1, it has rip for mane, kise hay for pdi ne [or pay ne], and ami khije pai ne kon(o) dese 
for khiijiye pabo kon dese. In verse 2 the edition has an additional word, duniyd, preceding 
srsti. In verse 3 instead of upadese it gives riper dese, and instead of ki bhabiye ki kara pay, ki 
balite ki bala yay; pay na@ occurs as na pay. 


SO 


AT COCA AT HAY SHAT Fa" AEA 
Na jene karan karan kathay ki habe 


Al CRT PAT BAY PAR fs AeA | 


Sara Ahh eer SHY ed 
SRR PCT CTT II 


G Tercer fer Het PRT RAI 
Alot at Glee Gilera fe ATI 
Coney Corer AAS TEA 
Rat Fe MHC I 


aaa | A 
wid Ba SS AT A 
wafec Ausra aan a 
tT Wee Il 


LAC WC COT 
Hf Bt OUST STAC SIC 
Hey ACT SCA WT 
Hac fA I 


na jene karan karan kathay ki habe | 
kathay yadi phale krsi tabe 
bij kene rope || 


gur balle ki mukh mitha hay 
dip na jvalle adhar ki yay 
teemani jene hari balay 

hari ki pabe 1 


rajar paurus kare 

jamir karo bace na re 
sai ki tor ekarari kaj re 
pauruse charbe || 

guru dharo khodke ceno 
sair 4in amle ano 

lalan bale tabe man 

sai tore nibe || 
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What good is talk 

when you don’t know what to do? 
If words could make crops grow, 
why plant seeds? 


Does saying “sugar”! 

make your mouth taste sweet? 
Does darkness fade 

if no lamp is lit? 

Do you think shouting “Hari” 
makes him appear? 


You can sing the king’s praises, 
but it won't exempt you 

from paying taxes. 

Just because you glorify the Lord, 
will he excuse you from doing 
what you promised? 


Follow a guru. 

Know yourself: 

Put the laws of the Lord into practice. 
Lalan says, Only then, my mind, 
will he take you in.? 


1. [Lit. gur “jaggery” or “cane sugar”.] 


2. [Emendations:] In verse 2 Mitra misreads ye re for se re [or nd re]. LG: In verse 1 read dip 
na jalle for din na janle. In verse 2 read rajar for rajay and sai ki tor ekarari kaj re for temni 
sir ekarari kaj re. 


364 CITY OF MIRRORS 


Na jene karan karan kathay ki habe 


This song bears a striking resemblance to a poem composed by Kabir (see 
Sabda no. 40 [Hess and Singh 1983, 44]). It deals with a theme Lalan has 
often expressed—that liberation cannot be obtained by reciting prayers or 
by repeating the names of God. It is what one does rather than says that is 
efficacious;—actions speak louder than words. As Lalan, quoting a Bengali 
proverb, remarks elsewhere (“Gune pare sarli dapha” [54]): “Words can’t 
wet rice flakes if you don’t add water or milk.” Of course, the essential act 
of Baul worship and the one being hinted at is ritual sexual intercourse 
without the discharge of semen. 

Lalan’s song “Bakir kagaj gelo hujure” [LG no. 397] provides a clue 
as to the “promise” that was made to the Lord. Lalan sings: “When you 
settled on the land, you made a deal to always remember his name. But 
now you've forgotten him.” This “deal” or “contract” (khos kabalati) prob- 
ably refers to the primordial covenant between man and God mentioned 
in the Qur’an in Sura 7:171. In this stira God asks humankind, who has not 
yet been created, “Am I not your Lord?” (alastu bi rabbikum), to which they 
answer: “Yes, we witness it” (bald shahidna). 

[Sources for the original Bangla version include: Salomon’s manu- 
script; Tl: 35, no. 64; Mitra, 120; LG no. 142; BBOBG no. 172; LSOLG 
vol. 2, no. 234.] 
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Salomon’s MS for “Na jene karan karan kathay ki habe.” 


or 


ST 


AT PAT Siler GES Al 
Pakhi kakhan jani ure yay 


at Set Gifl Gow Az 
am DSA corey at OTT I 


OI BST AT 
2 Seat SAS Aor 
DIS at Aas WT Il 


cama aa 
alaat & ot car oie 
BIT aR ot ate afer 
SUAS ARGS DT I 


Bet ah ce | Gat 

RAPS WAS AT 
wa Ga | - A PACT AT 
ale Bepet P PT I 


pakhi kakhan jani ure yay 
bad haoya lege khacay 1I 


khacar ara palo dhase 
pakhi ar darabe kise 

ai bhabna bhabchi base 
camak jvara baiche gay Il 


bhebe anta nahi dekhi 
karba khaca keba pakhi 
amar ei anginay thaki 
amare majate cay | 


age yadi yeto jana 

jangala kabhu pos mane na 
tabe uhar prem kartam na 
lalan phakir kende kay I 
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Any day now, 

my bird’s going to fly away. 

An evil wind has struck its cage 
and broke its perch.’ 


Now how will my bird use it? 
I sit here and worry, a fever of fear 
coursing through my body. 


I can't fathom who the bird is, 

or whom the cage belongs to. 

While it lives in my own courtyard, 
this bird wants to destroy me. 


If I had known 

that wild things 

can never be tamed, 

I wouldn't have given him my love, 
sobs Lalan. 


1. Lit. “The cage’s perch collapsed.” In the original, this sentence opens the first verse and is 
not part of the refrain. 


368 CITY OF MIRRORS 
Pakhi kakhan jani ure yay 


This is one of a series of songs Lalan composed on the theme of the soul- 
bird who lives in the cage of the human body and who defies all efforts 
to tame him. (See also “Rat poyadle pakhite bale de re khai,” LG no. 56 
[124]; “Hay ciradin puslam ek acin pakhi,” LG no. 67 [137]; “Ki ek acin 
pakhi puslam khacay,” LG no. 78; “Khake gathlo pifijire,” LG no. 224; and 
“Khacar bhitar acin pakhi,” LG no. 299.) 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T': 23, no. 41; LPhKK, 151; LG no. 89; LS no. 426.] 


=~ S BSotbe t3a 
gene Calms srosr & EPS Hing 


ie On Pe ow PAKK IE 
ec ook BS) a One non J bono 


wy eup (YW is bound @MMaway 
a 
—__—, 


tow 
= Th arear GALT arpa age ‘ ot 
ca Pe “), 
ase” Conese est ae Se oe 7% 
mite; Sera ar how WUL UM. let! Yy = 
=: TOR 1 Lh ord On of x A 
isa Ai Gro SAK oEM ec eb 
oN = oer Ss eyev AR ayy yy fea eS 
Keane ‘coaunn§ Mage St tee RAGp hte Be ues 
' w RP Sed ~~ SS A Tis, bene atid 
a a WA aw unser Gee ema ren 


GUY 9 Ng 
Pe kstor ire oem on GMa Bw ee fe 


KK 
A 
LE ore a oro Pante! “oH ee, 


t 


Soy Qrw S be 
Caner ver Conor ETRE BM 
qecexrand) ‘ , 


« 


= ro Orer oa wo srS+ 
: = ey Se, wid 
Sa 8 ie We Wms sre of win rey (le ng 
ty. Ac Das et WIGYH aa eet SS tre lol 
IAD BM ores WH Qo Se 


* pene gyey = Uhkk Geile oy Se hy 7 
Postude emend. & ws “ee te oe ey, 
S OBhA- 2 @s1 Yew ai ea x 
¥ OKs as Fam GP Yo, % 
_——, % 6 Sy 
ae 


GM Lehkok ocia 

VET BSPEG CNATZ 

a, aire 1 LSORO WET 

b, Ber. LOG apr 

4. BHT -oye » ESece Oergcr SEMAN VBROBG 
SUIT BEN BON 


Salomon’s MS for “Pakhi kakhan jani ure yay.” 


32 


ALTE CHGRICIS Set fe el fra OHS 
Pagal deoyaner man ki dhan diye pai 


ANAT HSRC A fe Sey FACT OHS 
afer Brat STA 
BUCS fe ey ITT 

WANA WA Wet SIS SE I 


CAR Wel Hey HTD RA 

NS eT OS GINA C | AT 
BRT VG CD bres 

Blata coca cafe 

wafer at fee 

BC USC Ba ra ae | 


8 CH MAT ABTA oitatert Fe 
TTA el a 

C TEC Awl henge 
ATTA WIS AT CT 

ath (APG) ATR CAT 

sey Ral Fs BIC ANIC BIE I 


8 CF ATT COCA MAST RATT 

CHR MACHT PR AT RAST 

wat HAC | YleT aS 

BAe eT Aca SATA Sth, Se 
Xb WT NaAcHa ashy aS I 


pagal deoyaner man ki dhan diye pai 
bali Amar amar 

ache ki dhan amar 

saday mane mane bhabi tai Il 


deha man dhan dite hay 

seo dhan tari amar to nay 

ami mute mot calay 

abar bhebe dekhi 

ami ba ki 

0 go tao to amar hisab nai |l 

o se pagala betar pagala khiji 
nay samanya dhane raji 

kon bhabe kon bhab misai 
pagalar bhab na jene 

yadi (keu) yay Smasane 

pagal hay ki ange malkhle chai | 
o se pagal bhebe pagal halam 
sei pagale koi smaran hailam 
apan par to bhuli nai 

adhin lalan bale apanar apani bhule 
ghate prem pagaler emani bai || 


Songs of Lalan Sai 371 


With what treasure 

can I win the crazy madman’s heart? 
I say, “Mine! Mine!” 

But what treasure is truly mine? 

I can't help wondering. 


I must give the treasure 

of body and mind. 

But even that treasure 
belongs to him/her. 

not me." 

I’m just the coolie 

who carries his bags. 

Then I think, “What am I?” 
Even that I can’t figure out. 


Oh, that mad fellow 

has a mad demand.’ 

He isn't satisfied with ordinary treasures. 
How do I join my heart to his?? 

If you go to the burning ground 

without knowing the madman’s heart, 
do you become mad too, 

just by smearing your body with ashes? 


Oh, I went mad, 

thinking about the madman. 

Yet I wasn't in his thoughts. 

I didn't forget the difference 
between myself and others. 

Poor Lalan says, Love comes 
when you forget yourself. 

Such is the madman’s obsession.* 


1. Alt. trans.: “But even that treasure’s his, not mine. 


2. khiji (Ar. khajala): a Kushtia dialectal word meaning “an impossible demand.” 


” & 


3. “Heart” translates bhab, which literally means “feelings,” “emotion,” “love.” 


4. [Emendations:] T and M have identical readings with the exception of the omission of 
r from amar in T, verse 1. LPhKK contains several errors in transcription: In verse 1 tairi 


372 CITY OF MIRRORS 
Pagal deoyaner man ki dhan diye pai 


In order to “win the madman’s heart,” that is, to attain God or the divine 
principle, the adept must get rid of his desire for wealth and sensual 
pleasure, symbolized by the “bags” he carries around. This goal can be 
reached not by such external acts such as “smearing the body with ashes” 
to look like a holy man, but by the performance of Baul sadhana (leading to 
the extinction of the self or fana’ in God). As Lalan says elsewhere (“Yadi 
phanar phikir jana yay’), punning on the similarity between the words 
khod, “self,” and khoda, “God”: “If you know the rite of extinction, then by 
extinguishing the self, the self (khod) becomes Khoda.”° 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T: 43, no. 78; M: 26; LG no. 384; LSOLG vol. 1, no. 134; BBOBG 
no. 107; LS no. 620.] 


[or tari] is mis-segmented as tdi ri, and mate is given for mute. In verse 2 bhabna is given for 
bhab nd. In verse 3 saran is given where the manuscript clearly reads saral. Published edi- 
tions: In verse 2 BBOBG gives paglatar for paglabetar and paglabhab for paglar bhab. LSOLG 
has bhabna for bhab nad. Both BBOBG and LSOLG add keu after jadi. In verse 3 BBOBG 
omits the entire second line. LG reads smaran and LSOLG saral, as do the manuscripts. 
Since saral does not make sense in the context, I have tentatively accepted LG’s reading. 


5. [A handwritten note on Salomon’s annotations suggests she may have intended to revise 
this commentary to include more recent scholarship in Baul studies: “Openshaw (2002, 
161-162), advaita—not saying anything is mine, no dpan/par distinction.” 
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AA Vy TATA 
Pap-dharma yah pirbe lekha yay 


ae Amy Crate 
Cy Toa fesse ii 


Ace AS HIYA A 

A UBT ACA BAI OIA 
A ARR AAA 
alla fe le STAT 1 


armetia Sta facet =p ft 
aihmac Rate at 
Glcaca Alt placed fe 
HR Old AAS CHF I 


Se ac afar wea 
C a aeicw fica fra UR 
Alery cet GTA Cf ATR 
acet feat BE I 


pap-dharma yadi purbe lekha yay 
karamer likhita kaj karile 
dosa-gun tar ki hay I 


Sunte pai sadhu samskar 
purbe thakle pare hay tar 
purbe nai halo na ebar 
ar ki tar say I 

badasar ajfiay dile phasi 
phasidar to hay na dosi 
jibere pap kariye ki 

sai tar narak dey I 


karmer dos ki kajke dosai 
kon kathate gire dii bhai 
lalan bale amar bodh nai 
sunle kiba hay | 


Songs of Lalan Sai 375 


If a life of sin 

is foreordained,' 

and you do the things 

written in your karma, 

do you get praised or blamed? 


I’ve heard that sadhus presume.? 
What's foreordained 

is sure to come true, 

and what’s not in your fate 

can't happen to you.? 

But then what is left to hope for? 


The executioner is not to blame 
if he hangs someone 

by the order of the king. 

Does the Lord make a man sin 
and then condemn him to hell? 


Do I blame karma 

or blame the deed? 

Brother, which of these notions 
should I believe ?4 

Ldlan says, I’m just a fool. 
What's the use of listening ?? 


1. pap-dharma yadi piirbe lekha pay: lit. “Ifa life of sin (pap-dharma) is written beforehand.” This 
is a reference to the belief that a person’s fate is written on his forehead soon after he is born. 


2. Lalan puns on several meanings of samskdr (tatsama): “impression,” “belief,” “false 
belief,” “superstition,” and impression on the mind left from a former birth. 


3. “What’s foreordained ... won’t happen to you” is a free rendering of piirbe thakle pare hay 
tar, ptirbe nai halo na ebar, lit. “If it existed before, it happens later. If it didn’t happen before, 
it doesn’t happen this time.” Pirbe thakle seems to refer to actions in a previous birth, and 
pare hay tar to their effects in the subsequent birth. Cf. verse 2 in the song “Asar bhebe sar 
din gelo amar” [LG no. 395]: “The great ones say: If you did good deeds before (i.e., in a previ- 
ous birth), then as a matter of course you become devoted to the guru’s feet. If I had gained 
that merit, would I have been such a sinner?” 


4. kon kathate gire dii bhai: lit. “Which statement do I tie a knot around?” (See also “Ki 
sadhane pai go tare” [LG no. 126].) According to Khoda Baks, this is a reference to the custom 
of tying a string around one’s finger as a reminder. 


5. Emendations to T: In verse 1 somes kar, dialectal pronunciation of samskar, should be writ- 
ten as one word. The readings of T and J differ considerably. Khoda Baks’s version of the 


376 CITY OF MIRRORS 
Pap-dharma yadi pirbe lekha yay 


Lalan points out central paradoxes in the law of karma. (By karma Lalan 
means the effects of actions of a previous birth on one’s subsequent birth, 
as well as the fate written on one’s forehead after birth.) He asks how a per- 
son can be held responsible for his actions, since they are predetermined. 
After all, he reasons, an executioner who is following the orders of the king 
doesn’t get blamed for murder. Moreover, if someone is fated to have a bad 
life because he failed to earn merit in his previous birth, where is there 
room for hope? But Lalan does not attempt to resolve these paradoxes. For 
him karma is an irrational system from which man must escape. (And for 
him the means to escape is to reverse the biological process by perform- 
ing the sex act without seminal emission.)° For other songs on karma see 
“Kare aj Sudhai se katha” [LG no. 238; 40] and “Yete sadh hay re kag?” [LG 
no. 11; 119]. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; Tl: 47, no. 85; LPhKK, 192; J1 no. 67; LG no. 386 (based on T), 
LSOLG vol. 2, no. 236.] 


song for the most part agrees with J. The significant variants are as follows: Verses 1 and 2 are 
interchanged. (Variants are cited according to the verse order of T.) Verse 1: For the second 
half of the verse T has piirbe nai halo na ebar, ar ki tar asay, whereas J has piirbe nai thakile 
ebar, taro ki Asay. Verse 2: T has phasidar to hay na dost, “the executioner is not to blame,” 
whereas J has phdsidar ki hay na dost, “isn’t the executioner to blame?” In this case the two 
variants have opposite meanings. For this line Khoda Baks gives: phasidar ki hay se dosi, “is 
the executioner to blame.” For the second half of the verse T has jrbere pap karie [or kariye] ki, 
sai ki tar narak dey, whereas J has tamni jib karay sab narakbasi, khod ki dayamay. J’s reading 
is hypermetric and doesn’t make good sense. Verse 3: For the last line T has sunle kiba hay 
and J has sudhabo kothai. 


The published editions cited all give T’s version with only minor variants. In verse 1 the LG 
version, which is based on T, hypercorrects séd (dialectal variant of sdédhu) to svad, “taste.” 
LSOLG omits karile from the refrain and in verse 2 has phatak for narak. 


6. [See, however, Salomon’s annotations to Song no. 103 for her analysis of sexual rituals that 
do appear to include seminal emission.] 
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ice Ce Ufa fea ¢ POS BIR 


Pare ke yabi nabir naukate ay 


ota & Ufa aaa SoS BTS 
ret AC Sify 
CC STAC AA we II 


BHT ACT AAT 
GPR ATF 
Wee CWE II 


afe at Cote Bet 
FRIN FIA Ole 
42 HAT 
CAE Old NS Els 
ATR COTATI Il 


Ay uw Aya 
WRC ARC A YET 
C Whe HRA 
eT PI AT AT BAT 
Ufercet FR I 


pare ke yabi nabir naukate ay 
rupa-kaster naukakhani 
se nauka nai dobar bhay || 


besara nayak yara 
tuphane yabe mara 
ek-i dhakkay 

ki karbe tar badar gaji 
thakbe kothay |l 


nabi na cene yara 
mahahed kapher tara 
ei duniyay 

bhajane tar nai majuri 
saph lekha yay 1l 


ye mursid sei to rasul 
tahate nai kon bhul 
khoda-o se hay 

lalan kay na eman katha 
dalile kay |I 


Songs of Lalan Sai 379 


Who wants to go to the other shore? 
Come aboard the Prophet’s boat. 
The boat is made from human wood. 
There’s no chance of its sinking. 


Sailors who don't follow Shari‘a 

will die in a storm 

when the first wave hits. 

What can their Badar and Gazi do?! 
Where will they be then? 


Those who don't know the Prophet 
are infidels in this world.? 

Their worship is rejected. 

Tt says so in black and white. 


The murshid himself is the Prophet. 
There’s no mistake about it. 

He is Khoda too. 

Lalan didn’t make this up.* 

It’s stated in the Book.° 


1. ki karbe tar badar gaji: Badar is the name of the patron saint of fishermen and sailors. Gaji, 
“warrior saint,” can refer to warrior saints in general or to the popular saint known as Gazi- 
saheb or simply Gazi who had power over crocodiles and tigers. Note the solecism in the 
Bengali text: Sailors (besara na@yak para) is plural, but the pronoun that refers to them in the 
next line (tar) is singular. 


2. mahahed kaphir [or kapher|. The meaning of mahahed is obscure. 
3. Lit. “Thus it is plainly written.” 
4. Lit. “Lalan doesn’t say it.” 


5. dalile kay. 


380 CITY OF MIRRORS 
Pare ke yabi nabir naukate ay 


At first glance this song seems to espouse Shari‘a. Lalan says that sailors 
who are besara, “without Islamic law,” will perish in a storm and that “those 
who don’t know the Prophet” are kafirs, “infidels.” On closer reading, how- 
ever, it becomes clear that he reinterprets the term Shari‘a in accordance 
with his own beliefs and that the song is radically anti-Shari‘a. In another 
song (LG no. 212 [“Age Sariyat jano buddhi santa kare”]) Lalan explicitly 
states that ritual practices like saying the “profession of faith” (kalima) and 
doing namaz and roza are not what is meant by Shari‘a. A true under- 
standing of Shari‘a can be gained only through love: 


First learn Shari‘a 

and satisfy your mind. 

Roza and namaz are Sharv‘a practices. 
But what are you calling the true Shari‘a? 


You can find out through love 
that the kalima is not Sharv‘a. 
There may be a far greater truth 
to Shart‘a than that. 


In fact, I have often heard fakirs explain the meaning of Sara “Islamic law” 
by a folk etymology, saying that the term is derived from surahd, “the good 
path,” meaning the way of the Bauls. 

Except for the few terms mentioned above that outwardly appear to 
indicate support for Shari‘a, the images in the song are all familiar Baul 
metaphors referring to their sexual sédhand. Thus the “Prophet’s boat” is 
the human body, the “storm” is a woman’s menstrual period, and “dying 
in the storm” refers to the ejaculation of semen. The identity of God, the 
Prophet, and man is also antithetical to orthodox Islam. 

Dalil, “document,” translated as the “Book” refers to the Qur’an inter- 
preted according to Baul belief. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LSOLG vol. 1, no. 26; LG no. 210 (corrupt); KH no. 502; KJ note- 
book, no. 2; KSh.] 
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wfeart casera 


Prem ki samanyete rakha yay 


afer caret aa 


CATT ANT YY BNWTO RF I 


ACR A CT 
Rfat frat aiTetw force 
Vw SG wa 
Sl AR Cra AMAT II 


OO far GTM BIC 
worac at 
co wet 2 
cl cae are HATS II 


w feifacod Gay atat 
AB HAC MBSA Fal 
e & Dea oll 
alr act | talat afte IS I 


prem ki simanyete rakha yay! 
preme majle dharmadharma chirte hay |i 


dekh re sei premer lege 
hari dilo das-khat likhe 
saraigvarya tejya kare 
kangal haye phere nadiyay Il 


braje chilo jalad kalo 

prem sedhe gauranga halo 
se prem ki samanya balo 

ye premero rasik dayamay I 


prem piriter emani dhara 
ek marane duijan mara 
dharmadharma cay na tara 
lalan bale premer riti tai Il 


Songs of Lalan Sai 383 


Is it easy 

to hold on to! love? 

When you fall madly in love? 

you have to throw out? piety and sin. 


Look, 

for that love 

Hari signed away his freedom.* 

He renounced the six divine powers 
to wander Nadiya as a beggar. 


In Braj 

he was black as a raincloud. 
He attained that love 

and turned into fair Gaur. 
Now tell me, 

is it just ordinary love 

that the Merciful One adores?° 


True love is such 

that two die one death. 

They don't care about’ piety and sin. 
Lélan says, This is the nature of love. 


[There are no annotations for this song. Sources for the original Bangla 
version include: Salomon’s manuscript; LG no. 170; LS no. 785.] 


1. Alt. trans.: “keep.” 
2. preme majle. 
3. Alt. trans.: “dispense with.” 


4. hari dilo das-khat likhe. Alt. trans.: “Hari agreed in writing to be a slave.” Das-khat literally 
means a letter of indenture. 


5. ye premero rasik dayamay. 


6. Alt. trans.: “bother about.” 


ap 
SO 
CHA ATC APACS 


Phero palo tor phakirite 


CHa aac a wleface 
Ca tS sat fasfera spreta 
Be aft CAS RMCBTS I 


as I GA AS AS 
wea aca facet ans 
+ fic atc af 
WR ACA CATAAS CATS II 


al Corer wha GT 
PicaCw ABTA GBT 
WIS RCA GT - ASAT TST 
HT Weel HL VNC I 


ROS AA wat 
Aer eps CT AUT 
Bib THA AACS Il 


phero palo tor phakirite 
ye ghat mara phikir phakar 
dube mali sei ghatete |l 


phakiri ye jan ek nacari 
adhar dhare dilo pari 
pastani khola doyari 

tai dekhe rekhechi pete || 


na jene phakiri ata 

Sirete paralam jata 

sar halo bham-dhutara ghota 
bhajan sadhan sab culate || 


phikiri phakiri kara 

hate habe jyante mara 
lalan phakir lemti era 
at base na kon mate I 


Songs of Lalan Sai 385 


Mind,’ something got in the way 

of your fakir worship— 

you drowned at the same quay 

where you displayed your clever tricks.” 


Once there was a fakir, a true showman.? 
Had I caught that uncatchable fellow 

I would have made it across. 

But I’m sorry to say* the trap was open, 
and I set it that way on purpose.> 


Not knowing 

what it takes to be a fakir,® 

I grew a head of matted hair. 

Crushing bhang and jimson weed 

became the focus of my life. 

My prayer and worship went up in smoke.” 


To turn clever tricks into fakir worship,® 
you have to be dead while alive. 

Lalan Fakir’s lost his loincloth. 

No way will the knot stay tied. 


1. “Mind” does not occur in the original Bengali text, but has been added to the English 
translation in order to bridge the sudden transition from second to first person. That Lalan 
is addressing his mind here is clear from the pattern he follows in many of his songs (see, 
for example, LG no. 199 [“Man tore 4j dharte partam hate,” 97}). 


2. ye ghat mara phikir phakar. On the meaning of phikir here, see glossary of obscure terms. 
[This glossary has not been found among Salomon’s manuscripts.] The meaning of phakar 
is unclear. It may just be an echo word of the type commonly used in Bengali to express 
“and the like.” 


3. nacari: An obscure term that occurs only twice in Lalan’s songs (also LG no. 423 [“Kon sukhe 
sai karen khela ei bhabe,” 51]). See discussion in glossary of obscure terms. [See text note 2.] 


4. “I’m sorry to say” is a free translation of pastani, “regret.” On this word too see glossary of 
obscure terms. [See text note 2.] 


5. tai dekhe rekhechi pete: lit. “and noticing that, I set it.” Cf. dekhe sune “knowingly,” “on purpose.” 
6. na jene phakir{i] ata. 


7. bhajan saédhan sab culate: lit. “My prayer and worship all went into the fire,” i-e., went to 
hell. Alt. trans.: “went to hell.” (If bhang and jimson weed are not smoked, then there is no 
pun intended by the Bengali word cula and alt. trans. would probably be better.) 


8. Translated according to suggested emendation: phikiri phakiri kara. 


386 CITY OF MIRRORS 
Phero palo tor phakirite 


Another song that warns against engaging in Baul sexual rituals without 
proper knowledge and caring only for the external trappings of a Baul fakir 
(see also LG no. 444 [“Phereb chere karo phakiri,” 87]). Lalan says that 
a sddhak who engages in such behavior only ends up “drowning at the 
quay,” “laying the trap” improperly, or “losing his loincloth,” all metaphors 
for seminal emission. Doydri (or polui, as in Padmalocan’s song “Man 
phakirar manero katha,” “The secret thoughts of the fakir of the mind,” 
author's collection), a bamboo fish trap, is used as a phallic symbol in Baul 
songs. Note too that the “uncatchable” lord takes the form of a fish, so that 
a doyari is an appropriate device for “catching” him. The expression “dead 
while alive” (jyante mara) refers to the state in which the sadhak or sadhika 
is “dead” to phenomenal existence and no longer has feelings of lust. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; KSh; LG no. 458.] 
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Phereb chere karo phakiri 


Marc 4 ae BATT 
Ret BIcafea I 


Baa trey at AINGT 
NCH CAC QETTGT 
fH whexta ferfefat 1 


Bray was WS 
a went asc SS 
BT | ART ACA 
Be AC AHA bs Vet Il 


ac Mersin + 
C wa aR ofa 
Pann HS SIAC ¥ Aer 


WA SLR GIGS 


phereb chere karo phakiri 
din tor helay helay 
halo akheri Il 


pherebi phakiri dara 
daraga nisan jhandagara 
gale bédhe haramara 
sinni khaoyar phikiri Il 


asal phakiri mate 

bahya alap nai go tate 

cale Suddha sahaj pathe 
arodh gobadher catak bhari I 


nam goyala kaji bhaksan 
tomar dekhi tamani laksan 
siraj sai kay abodh Jalan 
sadhur kache juyacuri Il 


Songs of Lalan Sai 389 


Stop faking 

and follow the fakir way. 
Through carelessness 
you've reached the end 
of your days. 


These are the ways 

of the fake fakir: 

He plants his flag and staff 
at the shrine of a pir 

and ties prayer beads’ 
around his neck— 

it’s just a pretext to eat? 

the offerings of sweets. 


These are the ways 

of the true fakir: 

He won't talk of mundane affairs.’ 
He travels the pure natural path, 
while fools with the brains of cows 
put on fancy airs.* 


He’s a milkman in name only 
who drinks rice water.> 

I see the same traits in you. 
Siraj Sai says, Foolish Lalan 
even tries to swindle sadhus. 


[There are no annotations to this song. Sources for the original Bangla 
version include: Salomon’s manuscript; LG no. 444; LPhKK, 141 (T?: 103, 
no. 54); LSOLG vol. 2, no. 35; BhS, 90, no. 250; KhB.] 


1. haramuré [or harémaraj: the term is obscure. KhB explains it as a patharer mala, “necklace 
of stone beads.” 


2. phikiri: “ruse,” “false pretense.” 
3. Alt. trans.: “He never has superficial conversations.” 
4. Alt. trans.: “are fond of ostentation.” 


5. nam/(e) goyala kaji bhaksan: a proverb. The milkman has nothing better to drink than rice 
water, because he fails to do his job. Alt. trans.: “He who drinks rice water is a milkman in 
name only.” 
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bane ese haralam kandi 
yeye ki balbo ma yasodare 
bhebe dise nai || 


khellam sabe lukaluki 

abar halo dekhadekhi 

moder kanai gelo kon mulluki 
khije nahi pai I 

chidam bale nibo khiije 
palabe kotha banamajhe 

dada balai bale ar bujhi 

se dekha dey na bhai |! 


subal bale palo mane 
balechilo ekadine 

kanai yabe gupta brndabane 
gelen bujhi tai || 
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We lost Kandi in the forest. 
What should I tell Mother Yasoda? 
I’m at my wits end. 


We all played hide and seek 
and found each other again.' 
But where in the world? 

did our Kanai go? 

I just can't find him. 


Then Sridam said, “I'll track him down. 

Where could he run off to in this forest?” 

His older brother Baldi answered, 

“I have a feeling’ he won't show up again, brother.” 


Subal said, “I remember, 

Kandi told me one day he would go 

to Hidden Brndaban.* 

I have a hunch? that’s where he’s gone.” 


1. Gbar halo dekhadekhi: lit. “We saw each other again.” 
2. kon mulluke: lit. “To what kingdom ... >?” 
3. bujhi. 

4. Alt. trans.: “to a hidden Brndaban.” 


5. bujhi. 
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Subal and Sridam are friends of Krsna. “Hidden Brndaban” refers to the 
Eternal Brndaban (Nitya Brndaban [< Skt. Vrndavana]) of the Vaisnava 
Sahajiyas. On the nature of Nitya Brndaban, Das Gupta (1969, 131) remarks: 


According to the Vaisnava Sahajiyas the region of the Sahaja is an 
ideal transcendental region and is generally styled as the “land of 
eternity” (nityer desa)—this is the Nitya-Vrndavana as contrasted 
with the other two kinds of Vrndavana, viz., Mana-Vrndavana 
and Nava-Vrndavana or Vana-Vrndavana. By Nava-Vrndavana 
the Sahajiyas refer to the geographical Vrndavana, and by Mana- 
Vrndavana the Vrndavana of the mental plane of the Sadhaka, and 
the Nitya-Vindavana transcends both. In this Nitya-Vrndavana (also 
called the gupta-candra-pura)® resides Sahaja of the nature of pure 
love which flows between Radha and Krsna in and through their 
eternal dalliances. 


This song does not have Lalan’s bhanita and so may not be authentic. 


[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 346; Jha no. 249.] 


6. Lit. “city of the hidden moon.” 
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Basat barir phagara kee mital na 


ae Alfa aorer cpa Fiber AT 
Bia C afer CH HAR Yat 
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worst A BI 
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APA BPN HAC ATI 


basat barir jhagara keje mital na 
kar goyali ke dey dhima 
sab dekhi ta na na Il 


gharer core ghar mare yar 
basater sukh kise tar 
bhiter kirti yeman prakar 
teemani tar basat-khana I 


dekhe Sune Apta kalo 

barir karta byakti hato halo 
saksate dhan core gelo 

e lajjd to yabe na |l 

sakaler bara hakimer dvare 
araji dilam bare bare 

lalan bale seo phire 

ek-bar amay dekhlo na || 
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The squabbling in my house never stops. 
Who put smoke to whose cowshed? 
All I see is trouble. 


When a member of your own family 
is robbing your house, 

how can you be happy living there? 
Goblins act that way. 

That’s the sort of place they live in. 


While mediating a domestic spat, 
the master of the house was slain. 
A thief snatched my money 

from under my nose. 

I'll never live down the shame. 


I appealed again and again 
to the highest judge of all. 
Lalan says: Not once did he do me a favor. 


[There are neither footnotes nor annotations for this song. Sources for 
the Bangla original include: Salomon’s manuscript; J’, no. 503; BBOBG 
no. 210.] 
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Know what you're doing 

before you worship! 

The Prophet revealed! the kalima? 
Ali gave the cloak.? 

What was Fatima’s gift? 


Take refuge in Fatima* 
and you will succeed. 
These are the very words 
of the Lord’s decree.° 


I heard my mother never conceived.° 

In age after age she’s the goddess of yogis. 

But she’s hard, my mind, for you to recognize. 
You're so beguiled by the trinkets 

of worldly love.” 


The creator— 

she created everyone.’ 

Her secret’s? beyond” the Vedas." 
This poor soul”didn't learn 

the right time for her. 


1. “Revealed” for kalenda is highly tentative. See glossary of obscure terms. [This glossary is 
absent from Salomon’s manuscripts.] 


2. kalima [< Ar. kalima, lit. “word”]: This here refers to the Muslim profession of faith: 
“There is no God but Allah, and Muhammad is his apostle.” 


3. “Cloak”: hal. See glossary of obscure terms. [See text note 1.] 


4. “Take refuge in” may also be translated as “remember.” Sarana, “refuge,” and smarana, 
“remembrance,” are homonyms in Bengali. 


5. ache pharaman sair jabane. 
6. “Never conceived”: abimbadhdri. See glossary of obscure terms. [See text note 1.] 
7. “Trinkets of worldly love”: bhaber bhab-bhusane; lit. “the world’s ornaments of emotion.” 


8. The gender of the Creator is not indicated in the Bengali text. The following line, however, 
clearly refers to the Goddess. According to the LG version, which arranges the lines of the 
song in a different order (see text notes), the gender of the Creator is ambiguous. 


g. “secret” for gambha [or gambhu] is tentative. See glossary of obscure terms. [See text note 
1.] Alt. trans.: “true meaning.” 


nm « ” as 


transcends,” “is above, 


nn « 


10. Alt. trans.: “surpasses, 
beyond,” “too deep for.” 


goes beyond,” “well beyond,” “way 


u. Vedanta. 


12. “Poor soul” (jib [< Skt. jiva]). Alt. trans.: “fellow,” “man.” 
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He got involved at the wrong time, 
and perished in a raging storm. 


A road has seven and a half lanes. 
In the half lane is the root of all. 
Siraj Sai tells no lies, Lalan.* 
Why do you die® 

where there is no quay? 


13. di mil gord, lit. “the original root.” 
14. Alt. trans.: “Lalan, Siraj Sai speaks truthfully”; “Siraj Sai speaks the truth, Lalan.” 


15. Alt. trans.: “Why die?” “Why are you dying?” 
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The “cloak” refers to the “cloak of spiritual succession” (‘irqah-i-ikafat) 
that a saint gives to his successor. Ali received a cloak from Muhammad 
when Muhammad designated him his successor to esoteric knowledge. 
According to tradition, Ali in turn initiated seventy people into his mystic 
creed (Haq 1975, 38). Lalan considers Ali the transmitter of gnosis as sym- 
bolized by the cloak. 

In Khoda Baks’s opinion the answer to the question “What was 
Fatima’s gift?” is blood. Another possible answer to the riddle is creation 
itself. See also LG no. 86 [“Anadir adi érikrsna-nidhi”]: “From the Sakti 
comes creation”; and LG no. u5 [“Mayere bhajile hay se baper thikana,” 
104]: “A woman! A woman created the world and everyone in it.” 

The line “My mother never conceived” is typical of the paradoxical 
sexual imagery used to describe the Sakti so as to contrast divine creation 
with human procreation. See my discussion of similar imagery in a Baul 
song by Radhasyam Das in “A Contemporary Sahajiya Interpretation .. .” 
[Salomon 1979]. Compare Kabir Sabda no. 44: “She doesn’t choose a hus- 
band, doesn’t get married, but has sons. Not a single black-haired fellow 
escapes her, but she’s a permanent virgin” (Hess’s translation [Hess and 
Singh 1983: 56-57]). 

The word suyog, translated “right time,” and kuyog, “wrong time,” 
are double entendres. These terms can also signify “good union” and 
“bad union.” Compare LG no. 49 [“Dharo cor haoyar ghare phad pete,” 
73): Subhasubha yog-mate, “Whether the time is right or wrong.” In another 
song (LG no. 26 [“Sabai ki tar marma jante pay”]) Lalan is more explicit as 
to what he means by “right time” (“good union’): “He who unites (yog kare) 
with the Goddess of yogis can know the great union, mahdmayi (Tagore 
manuscript mahamai) yog.” (This is also a pun, since Mahamayi (or 
Mahamai) is a name of the goddess Durga). He knows the meaning of the 
three days and worships on just one.” Elsewhere, he further explains (LG 
no. 73 [“Tin diner tin marma jene”]): “The new moon day (amabasya [< Skt. 
amdavasya]), the first (pratipad), the start of the second (dvittyar prathame)— 
that’s the time. Darvesh Lalan asks, Who comes at that juncture?” The 
right time for ritual sexual intercourse, then, is the early part of the third 
day of a woman’s menstrual period when the sahaj manus is believed to 
become manifest in the woman’s milddhar. By “He got involved at the 
wrong time and perished in a raging storm” Lalan means that the sddhak 
(in this case Lalan refers to himself) had intercourse on first two days of 
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his partner’s menstrual period, when the flow is the heaviest and the dan- 
ger of lust extremely great, and he was unable to retain his semen. 

The “seven and a half lanes” probably signify the cakras, although 
the usual number of cakras in Tantrism is seven. In another song (LG 
no. 299,” Khacar bhitar acin pakhi’) the number eight may also be a refer- 
ence to the cakras, but it is somewhat more likely that it refers to the eight 
candras (moons) of the body, namely, the hands, face, breasts, chest, navel, 
and genitals (BBOBG, 375). Half numbers occur frequently in Baul songs, 
such as three and a half (sare tin hat “three and a half cubits,” the height 
of a person; sare tin rati “three and a half ratis,” possibly a reference to the 
amount of semen in the body); and twenty-four and a half (sare cabbis can- 
dra, “twenty-four moons”; the nails of the hands and feet and the cheeks, 
mouth, tongue, and forehead, which constitutes the half-moon). The “half 
lane” containing the “root of all” may be the miladhar-cakra or the yoni. 
“Dying where there is no quay” possibly alludes once again to ejaculating 
semen into the yoni of a woman who is menstruating. 

[Sources for the original Bangla version include: Salomon’s manuscript; 
LG no. 246; LS no. 52; BhS, 4, no. 1; LSOLG vol. 2, no. 62; KSh; KhB.] 
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Clic Ta vical cat at 
ac acta atat 
Wel aria G otal 
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fe afact ifs Great I 


a cee te feral 
ACH UNS WaT Re 
WAN A BCA 
Biter aM yp A 
Alor acer weal fs a 
TR WS SIC TATA Il 


bhulbo na bhulbo na bali 
kajer bela thik thake na | 
ami bali bhulbo na re 
svabhabe chare na more 
katakse man pagal kare 
dibya-jfian diye hana || 
sangagune ranga dhare 
janilam kaj-anusare 
kusange sambandha jure 
sumati mor gelo chere 
khabi khelam apay pare 
e lajja dhule-o to yay na || 


ye corer daye desantari 

se cor dekhi sangadhari 
madan rajar danka bhari 
kam jvala dey antah puri 
bhule yay mor man kandari 
ki karibe gunari jana || 


range mete san sajiye 
base achi magan haye 
susakhare sanga kare 
jantam yadi susangere 
lalan bale tobe ki re 
chécore mare mal-khana || 
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I won't forget. 

I won't forget, I say. 

But when it’s time for action, 
my resolve wavers. 


I won't forget, I say. 

But my nature doesn't change. 
Seductive glances 

from the corners of her eyes 
drive me crazy and wipe out 
divine wisdom. 


A maw's character is colored 

by the qualities of his friends; 

so I learned from experience. 

When I took up with bad companions, 

my good intentions vanished. 

I landed in trouble. Now I’m at my last gasp. 
My shame can't be washed away. 


The thief who drove me into exile— 
I see he’s come along. 

Madan’s drum is irresistible. 
Flames of lust burn 

the inner rooms of my house. 

I’ve forgotten the pilot of my mind. 
What more will the sinners do? 


Stagestruck, 

I put on a clown’s costume 

and got lost in my act. 

If I had kept company with good men, 

if I had known good companions, says Lalan, 
would that robber have looted my storeroom? 
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[There are neither footnotes nor annotations to this song. As with many 
of Salomon’s translations, however, her handwritten manuscript for this 
song contains a significant number of footnotes not included here. It 
seems likely she had intended to draft a set of annotations and footnotes 
for each song in this collection. Sources for the original Bangla version 
include: LG no. 421; BBOBG no. 184; LSOLG vol. 2, no. 229; LPhKK 
no. 199; BhS, 68, no. 187; LS no. 392.] 
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Madinay rasul name ke elo bhai 


PHAR TYE ACT RP AT IB madinay rasul name ke elo bhai 
STATS AC CBC OIA BMA AE Il kayadhari haye kene tar chaya nai || 
fer Mt Sorat Oca ki dibo tulana tare 
{OH AMS GT 4 HHA khtije pai ne e samsare 
CAC ANC Tall tat meghe yaro chaya dhare 
CAS HAT I dhtper samaye || 
BST TN | BTAT chayahin yaharo kaya 
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ei kathar marma neoya 
abagya cai Il 


kayar Sarir chaya dekhi 

yar nai se 1a-Sariki 

lalan bale tar hakiki 
balte darai || 
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Brother, who is the man 
they call the Messenger’ 
who came to Medina? 
He has a body— 

so why no shadow? 


What can I compare him to? 
I can't find anything 

in this world that equals him 
whom the clouds shade 

from the blazing sun. 


His body has no shadow, 
yet his shadow spreads 
over the three worlds. 
You've got to understand 
what I’m saying. 


I see, the body’s partner 

is its shadow. 

So he who casts no shadow? 
has no partner. 

Ldlan says, I’m afraid 

to tell the truth about him. + 


1. [The Bengali word for “Messenger” (rasul) is also spelled “rachul” or “rachul” (the “ch” 
sound pronounced as a sibilant in some Bengali dialects). Cf. Salomon’s transliteration 
“rachul” in the exemplar to this same song on page 9.| 


2. The Bengali phrase yar(o) nai “who doesn’t have” is elliptical. I have tentatively taken it to 
mean ydro chaya nai “who doesn’t have a shadow.” In fact, KhB’s oral version has chayahin, 
“shadowless.” 


3. tar hakiki (Ax. hagiga, “true nature”). A more literal translation of the line is: “I’m afraid 
to tell his true nature.” 


4. [Emendations:] Verse 1: M has raito for jaro in all the other versions cited. Verse 3: For 
LSOLG chayahin read yar nai. The first half of the bhanita is corrupt in all manuscripts and 
printed versions except for LSOLG. T has tao ohoki, M1 has tao ohdri, J1 has ta ohski, and LG 
has tao hay ki. The text should read tar haktki [or haktki] (Ar. hagiqa) “his true nature” as in 
the two oral versions I collected, one by Khoda Baks and the other by Laili Begum. 
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Madinay rasul name ke elo bhai 


This song and no. [121], “Rasulke cinile pare khoda cena yay,” are paired 
question and answer songs. I heard them used in this way in a palla gan 
(song competition) performance that I attended in Gopinathpur in 1986. 
However, the song under discussion contains enough of a hint to answer 
the question why Muhammad casts no shadow, even without reference 
to its answer song. The clue to Muhammad’s true identity is given in the 
last verse when Lalan says: “So he who casts no shadow has no partner” 
(la-sarikt; Ar. la shartk). It is God who is one, without partners. See for 
example, Qur'an 17:11 (translated by Ali 1983, 726): “Say: ‘Praise be to 
Allah who begets no son, and has no partner in (His) dominion.’” By call- 
ing Muhammad 1é-sariki, Lalan is hinting at the belief, held by Bauls and 
many Sufi groups in Bengal (See Haq 1975, 94), that there is no difference 
between Muhammad and God. In other songs by Lalan Muhammad is 
identified not only with God but also with human beings, in particular the 
murshid. (See the annotations to song no. 40.) 

There is a clever twist to the song in the last verse. Throughout the 
song, Lalan has been saying that Muhammad has no shadow. He opens 
the last verse with the statement that the body’s partner is its shadow. 
Then it would logically follow from this that the identity of the one who 
“has no partner” is Muhammad because he has no shadow. But according 
to Muslim belief, God is one, without partners. The implication, then, is 
that Muhammad and God are one and the same. 

Baul fakirs use the word sarik in the sense of “offspring,” as in this 
song by Duddu Shah (Jahangir 1964, song no. 10, “Sarik karo na man kari 
baran”): 


Don't have children (Sarik). 

I forbid you to do it, my mind. 
Kids (Sarike) are a great pain. 
You'll be born again and again. 
If you sire sons and daughters 
with your own seed, 

you'll wind up crying in the end. 


Thus la-Sariki can presumably also refer to a sadhak who is success- 
ful in Baul sédhanad involving sex without ejaculation and who therefore 
is able to avoid fathering children. In the performance at Gopinathpur, 
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Khorshed Shah explained that when the Prophet was forty years old, he 
learned how to avoid ejaculation (rasul takhan ajal kare phello) and thereaf- 
ter had no more children. It was then that he became Ia-Sariki. 

[The following question is at the end of the typescript, indicating 
Salomon’s further lines of inquiry regarding this song.] 

Question: Why does Lalan say he is afraid to tell the truth about him? 
Elsewhere Lalan says “akaitab bheder katha” and if he tells it “lage byatha.” 
Why does it pain him to tell it? 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T':1no. 2 (LPhKK, 230); M'no. 185; J! no. 252; BhS no. 188 (Jha, 57); 
LG no. 204; LSOLG vol. 1, no. 22.] 
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se na sab khabare jabar hayeche || 


agni yaiche bhasme dhaka 

amrta garle makha 

sertipe ache rasik sujan 

dubaiye man tar anvesan peyeche || 


ye stane dudh Ssisute khay 

joke mukh lagile setha rakta pay 
adhame uttam uttame adham 
ye yeeman tai dekhteche || 


dugdhe jale misle yeman 
hamsa-raj kare bhaksan 
se dugdha beche 

siraj sai phakir na bale 
lalan ghure beray 

sab phikir na bujhe || 
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He is the master of all knowledge 
who has dived into the sweet lake 
of the heart. 


My Lord is like fire hidden by ashes, 
like nectar mixed with poison.' 
The true lover dives into his heart? 


and finds him. 


A baby sucks milk from his mother’s breast. 
But a leech bites it and draws blood. 

In the great is the small, in the small, the great. 
What you see depends on what you are. 


The swan king extracts milk from water. 
Siraj Sai says, Lalan, you’re walking in circles. 
You haven't a clue what it’s all about. 


1. The sentence had no expressed subject. “Lord” is my interpretation. 
2. rasik sujan dubdiye man. 


3. The only significant variation between the two versions is in the bhanita, which is slightly 
corrupt in the LG version. An oral version sung by Makched Ali Shah omits the first verse, 
probably due to a memory lapse, since there is a long musical interlude after the initial 
refrain. This is often a stalling technique used by singers when they are trying to remember 
the words to a song. Moreover, Makched Ali Shah admitted after singing the song that he 
had made a mistake. In the second verse after pdy the oral version has go se, which is not in 
either of the other two versions, but which is necessary for the rhyme and meter. The bhanita 
of this version agrees with that given in LSOLG. (The song is listed in the table of contents 
of the [K] manuscript, but is no longer extant. I have not found any other manuscripts con- 
taining this song.) 
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Madhur dil dariyay dube ye jan dubeche 


Insight cannot be gained by reading books but rather, as Lalan says, by 
diving “into the sweet lake of the heart.” Compare the Sufi notion of the 
“wisdom of the heart” (Schimmel 1975, 4). 

The song sets forth a number of opposing substances, fire and ashes, 
nectar and poison, milk and blood, which are found mixed together. 
(For other songs on the same theme, see LG nos. 64 [“Gosair bhab 
yehi dhara”], 16 (“Madhur dil dariyay dube ye jan dubeche,” i.e., the 
song under discussion], 128 [“Halam na re rasik bheye,” 136], and 457 
[“Bisamrta ache re matha-cokha”]. Though the items in each pair seem 
to be opposites, they are actually different aspects of the same essential 
substances. As Lalan puts it in another song (LG no. 64 “Gosair bhab 
yehi dhara”), “That current is found in both good and bad substances 
(kurase surase mele se dhéra). Whether one gets the good or bad substance 
depends on the person; a baby gets milk from a breast while a leech draws 
blood. It is interesting to note that the inauspiciousness of blood drawn 
from a breast in lieu of milk is a common theme in Hindu mythology 
(O'Flaherty [1980], 41). 

Underlying the various comparisons are the two main substances of 
Baul ritual: semen, which is often equated with milk or cream, and blood, 
from which both semen and milk are produced. The symbolic significance 
of the song is that semen and blood are like nectar and poison, fire (here a 
male symbol) and ashes. They are also often compared to love (prem) and 
lust (kam). Just as a breast has both blood and milk, so a woman's body 
contains seed and blood mixed together. During a woman’s menstrual 
period the adhar manus identified with seed descends and unites with the 
Sakti in menstrual blood. Just as the mythological “swan king” separates 
out milk from water, so the adept must separate the seed from the blood, 
the nir “water” from the ksir “cream” (code words for semen and blood). In 
the words of Madan Shah (BBOBG no. 518): “Water and cream are in the 
same place. A swan who is a true lover discards the water and drinks the 
cream.” Although Lalan does not tell how to effect the separation in this 
song, other songs mention the act of churning, an obvious symbol for sex- 
ual intercourse. For example, “Milk and cream are always mixed together. 
Separate them with a churning stick. ... Just as fire is in ashes, so nectar 
is fused with poison. Some are so greedy for the nectar that they drink 
poison instead and die. They don’t know how to churn” (LG no. 64). The 
adept who can retain his semen during coitus gets the nectar. He succeeds 
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in separating nir from ksir and catching the sahaj manus. In contrast, the 
adept who is consumed by the poison of lust ends up “dying,” that is, he 
spills his semen and fails to achieve his goal. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LSOLG vol. 2, no. 31; LG no. 16; LS no. 476.] 
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Wel GIST SIT AHBPeT CPCA man amar aj parli phere 
fret fret Cope eT CCH CTS Il din din paitrk dhan gelo core || 
STRT-3% CAUCE Stl maya-mad kheye mana 
freitaht calles ¢ Cb att dibanisi jhok chote na 
ATR AhSa Ger cet at pach barir ul halo na 

CR es <A I ke ki kare I 
Rd ¢ CA 8d Md AA gharer core ghar mare man 
UR AT ET Sales PAA yay na ghum janbi kakhan 
ABA HC A TT ek-bar dile na nayan 

BNA AICS Il apan ghare II 
as Pace acnfater bepar karte esechili 
write Feat Bier asle binas hali 
Ae BS GCA CoC lalan tui hujure gele 


aafe farce Ii balbi kire I 
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My mind, today yow’re in trouble. 
A thief has been stealing your patrimony, 
little by little. 


You guzzle the wine of delusion, O mind. 
You're drunk day and night. 

You never search 

the back of your house 

to see what’s going on.! 


Someone in your family is robbing your house, mind. 
You're always out cold,? 

so when will you figure it out? 

You never look in? your own house. 


You came to trade, 

but lost your capital. 

What are you going to say, Lalan, 
when you stand before the Lord?** 


1. Alt. trans. (lit.): “to see who is doing what.” 
2. Alt. trans. (lit.): “asleep.” 
3. Alt. trans.: “Not once did you look in.” 


4. hyjur. Alt. trans. (more literal): “His Honor”; “His Majesty”; “His Excellency”; “His 
Highness”; “His Lordship.” Alt. trans. of bhanita: “When you stand before the Lord, / Lalan, 
what are you going to say?” 


5. [Emendations:] I do not have a manuscript or oral source for this song, but the versions 
given in BBOBG and LSOLG do not contain any significant variants or obvious textual prob- 
lems, nor is there any doubt as to the song’s authenticity; it is one of the twenty songs by 
Lalan that Tagore published in Prabdst (dsvin, 1322 Bs). Tagore’s version is identical to that 
given in BBOBG, which is the exemplar for the translation. It, however, contains one minor 
error: In verse 1 pac should be emended to read pach as in LSOLG. (The variant readings in 
the LSOLG version are as follows: In the refrain LSOLG has dine dine whereas BBOBG has 
din din. It also gives khelo for BBOBG gelo. In verse 1 LSOLG has maydate mad for BBOBG 
maya mad, cirodin for BBOBG dibdnisi, and the extra word tor preceding ul. In verse 2 LSOLG 
has ek-din, whereas BBOBG has ek-bar.) 
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Man amar aj parli phere 


This is yet another song about the sahaj manus as the “thief” of semen 
signified by the stock metaphors “patrimony” and “capital.” (See the anno- 
tations to “A thief keeps breaking into the hall of colors” [“Rammahale sid 
kate saday,” 120].) “Being (lit. ‘falling’) in trouble” connotes the ejaculation 
of semen into the vagina. The “back of the house,” a metaphor Lalan also 
uses in “My mind, how spineless you are!” [“Man re ki tui bheruya bangal 
jnan-chara,” 98], is the private part of a house and hence symbolizes the 
genitals, specifically the penis. 

Lalan will be accountable to the Lord for “losing his capital” because 
the Bauls consider semen to be the divine element in man, the “trust” 
(amanat, Ar. amana) mentioned in the Qur’an (33:72-73), that man agreed 
to carry. As Kalu Shah (Asgar 1991, no. 20), referring to semen by the 
code word niir, sings: “There is light in man’s body. The trust is in him” 
(adamer kalebe ache niir, Gmanat ache tar bhitar). It is therefore man’s duty 
not to squander this trust. See also Lalan’s song “Madman, you brought 
the merchant’s treasure here and squandered it” [“Ene mahajaner dhan 
binas karli ksyapa,” 32]. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; BBOBG no. 25; LSOLG vol. 1, no. 152; LS no. 465,] 
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We UIT PO AT RAT Catt faifacw 


Man amar keu na gene majo na pirite 


Wel GUTS ERS AT CBT 
we oat fiface 

CHA ae 7 fife 
AY BIT TOS I 


waa fits goo ST A 
wa fe oH Cele filer 

we cacao WAT 
Com AT Il 


WMS ICY Gra CF AT 
C TIAA C AT 
RA CH CS I 


a feifacod fete Dery 

CRE BO AAC NT 

CA Aaa 
ARGS I 


man amar keu na jene 
majo na pirite 

jene sune karo ge pirita 
Ses bhalo yate I 


bhaber pirita bhiter kirtan 

ksanek bicched ksanek milan 

sab Sese bipake maran 
tematha pathe I 


piriter hay basana 

sadhur kache jeno ge bena 

loha yaman parase sona 
haba se mate II 


ek piriter bibhag calan 
keu svarge keu narake gaman 
jene Sune balche lalan 

ehi jagate I 
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O my mind, 

don't lose yourself in love 

without knowing what you are doing. 
Learn about love first, 

so it turns out well in the end. 


Earthly love is like ghosts singing kirtan;' 
One moment, separated, the next united— 
in the end you get in trouble, 

and die at the fork of the three roads. 


If you desire love, 

go to a sadhu 

and learn its true meaning.? 
You'll be turned to gold, 

as iron by a touchstone. 


One love can go two ways: 

it can lead to heaven or to hell. 
Lalan speaks from experience: 
This is the way of the world. 


1. “Ghosts singing kirtan” translates bhiiter kirtan. Like the similar expression bhiter baper 
sraddha, “funeral for a ghost’s father,” it connotes something farcical. Kirtan are Vaisnava 
devotional songs, while ghosts (bhit) are considered vile, unintelligent creatures who roam 
around at night stark naked, prefer dirty places, possess humans (particularly women), and, 
because of the peculiar shape of their mouths, speak through their noses (Day 1878, 80— 
81). The idiom bhiiter kirtan traces back to the sixteenth-century work Caitanya Bhagabat by 
Brndaban Das (Madhyakhanda, chapter 23). When Caitanya and his followers pass by the 
house of the local Muslim ruler, playing musical instruments, singing, and dancing, “the 
Qazi says, ‘Do you know, brother, what music this is? It’s either someone’s wedding or else 
it’s bhiter kirtan.’” 


2. bend. See “Who could have built a hall of colors like this?” [48], text note 2. 


3. [Emendations:] LPhKK misreads T bend in verse 2 as cend. Published editions: In the 
refrain LG omits keu. LSOLG gives bhdlo hay yate for bhalo yate. In verse 1 LG has abasesete 
and LSOLG has abasese, whereas T has sabasese. LG gives habe maran for bipake maran. In 
verse 2 LG has cena for bend. Both LG and LSOLG have habi, whereas T has haba. Either 
may be correct, as the song, not untypically, switches back and forth between tumi and tui 
forms of the second person. 
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Man amar keu na jene majo na pirite 


Lalan says that only if one learns from a guru or murshid how to perform 
sadhana can love “turn out well in the end.” He remarks that “earthly love” 
is like “ghosts singing kirtan” (see text note 1 for a discussion of this idiom) 
because, just as ghosts cannot grasp the meaning of kirtan and only make 
a cacophonous mockery of it, so the ordinary man is unable to understand 
what true love (prem) involves and instead resorts to its inverse, earthly 
love or lust (kam). Whereas true love involves seminal retention, earthly 
love ends in ejaculation; “death at the fork of the three roads” signifies 
the discharge of semen into the woman’s triveni, which is the juncture of 
the three ndaris, ira, pingala and susumna. When Lalan says “one love can 
go two ways,” he is referring to prem and kam; true love is the means to 
escape karma and leads to eternal bliss, while lust dooms one to suffer 
death and rebirth. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T!: 63, no. 17 (LPhKK, 177-178); LSOLG vol. 2, no. 271; LS no. 465.] 
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Wa fe Sa Ol Sosa ala at focar 


Man ki that bhabo alla pabo nabi na cine 


wa fe RV Sl ST ates 
afa at foc 
Sica Serr ala 8 wra Met ofr GF I 


Cl CA BT SAY AUT 
CAR afd Ola GAT 

eka CRT CUT 

fac OIC AST CHAT II 


Ola AB VIC Aly Gla AB VIC ACT II 


Did SICaA GAIA CAC 

ary ot | Gr fae CRC 

oF ACK OIA AIS ANC 

ord Gala AeA Alaa COM SICA Il 


man ki ihai bhabo alla pabo 
nabi na cine 
kare balis nabi o tar dige pali ne || 


ye ntire hay adam payda 
sei nabir tarik juda 

ntrer peyala khoda 

dilen tare khod anga jene I 


bij malek sai brksa nabi 

del dhurile jante pabi 

(ami) balbo ki se brkser khubi 
tar ek dale din ar ek dale dane || 


car karer upare dekho 

rag patre se chilo ke go 
purbaparer tar khabar rakho 

tabe janbi lalan nabir bhed mane || 
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Mind, is this what you think: 
You'll get Allah 

without knowing the Prophet? 
You haven't a clue! 

who it is you call the Prophet! 


That Prophet 

from whose light man was born— 
his ways are different. 

Khoda gave him the cups of light. 
because he regarded him 

as his own self.? 


My Lord and Master is a seed, 
the Prophet, a tree. 

Search your heart 

and you'll understand. 

What can I say 

about the splendor’ of the tree? 
On one branch religion 

and on the other the world. 


1. Alt. trans.: “You haven't even figured out.” 


2. It is also possible, though less likely, that the phrase khod afiga [or anga] jene “regarding as 
His own body” refers to the four cups rather than the Prophet, since they represent the four 
elements, which also ultimately come from God. (See the annotations for a discussion of the 
“four cups.”) Alt. trans.: “because he considered him part of himself”; “since he regarded 
him as his own self”; “knowing him to be his own self”; “regarding him as his own self”; 
“since he knew the Prophet was his own self.” 


3. Alt. trans.: “beauty.” 
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Before the four states 

who appeared in the vessel of love? 
Look and see! 

Find out what happens in eternity. 
Lalan, then you will know 

the Prophet’s mystery.° ° 7 


4. rag patre. Alt. trans.: “four stages.” Alt. trans. for the line (lit.): “Before the four states who 
was in the vessel of love?” 


5. purvaparer khabar rakhbo: the word pirvapar [also transliterated piirbapar] is problematic. 
It literally means “before and after.” In Panja Sah’s song “Gururtipe nayan de re man” (Mind, 
fix your eyes on the guru’s form) [Haque 1990, 416, no. 67], in a verse describing concep- 
tion, the word precedes nirantare “continuously,” “always”: “What form did you have in your 
father’s body? What form did you take in your mother’s womb? Before and after, constantly, 
Nirafijan has the form of the guru.” The same phrase also occurs in Phulbas’s “Diner sardar 
nabiji amar” in a verse about creation: “Before and after, constantly, a winter wind was blow- 
ing.” Pirvapar seems to be a synonym of nirantar and to signify eternal time before creation 
and also after it during a woman’s menstrual period when it is possible to reverse the procre- 
ation process and return to the beginning of time. It is a sacred time, which Eliade notes (The 
Sacred and the Profane, 1959, 69) “is indefinitely recoverable, indefinitely repeatable. From 
one point of view it could be said that it does not ‘pass,’ that it does not constitute an irre- 
versible duration ... ; it always remains equal to itself, it neither changes nor is exhausted.” 


6. tabe janbi lalan nabir bhed mane. Alt trans.: “the mystery of the Prophet. Bhed means dif- 
ference as well as “mystery,” “secret.” Thus the line could also be translated “Lalan, then you 
will know the distinction between (the forms of) the Prophet.” 


7. [Emendations:] Manuscripts: T omits dale from verse 2 clearly due to scribal error. The 
word would have begun a new page. C? reverses verses one and two. Published editions: LG 
variants will not be noted, as it is too corrupt; parts of “Dhanya asalkd jana e din duniyay” [LG 
no. 267] are mixed in with the text of this song. LSOLG follows the same verse order as C?. 
In verse 2 LPhKK misreads thubi for khubi, dil for din (i.e., din), and dale for dane < duniya. 
Oral versions: Both Khoda Baks and Karim Shah give bhdar for tare in verse 1 and mane for 
mane in verse 3. 
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Man ki ihai bhabo alla pabo nabi na cine 

This is still another song which expresses the identity of God and the 
Prophet using the recurrent metaphor of the seed and the tree (see for 
example the annotations to “Nabi na cine ki alla pabe” [LG no. 272, 75]) and 
distinguishes between the historical Muhammad and Nur Muhammad, 
“from whose light man was born.” Lalan says that Nur Muhammad’s ways 
are different, since he lives eternally, whereas the historical Muhammad 
experienced birth and death. The “cups of light” that God put in Nur 
Muhammad to use in creating the world are four in number; they are 
named jahari, jabbari, nuri, and chattari; and they represent the four ele- 
ments. In the body they are identified with the four excretions—urine, 
semen, feces, and menstrual blood. 

According to one cosmogonic theory mentioned frequently in Baul 
songs influenced by Sufism, creation passed through eleven states, 
termed kar after the last syllable in each state (i.e., andhakar “darkness,” 
dhandhakar “haze,” kuyokar “fog,” nairakar, “formlessness,” akar “form,” 


=, 


sakar 


=. =o, 


subtle form,” diptakar “shining,” hahakar “the sound ha hd, a cry of 
distress,” huhukar “the sound hu, hu,” sinyakar “emptiness,” and nirakar 
“water”). The “four states” alluded to by Lalan are the first four of the 
eleven states, which, according to the Baul poet Baulcad (“O re kon nire 
nir nabi payda”), were kept hidden. The answer to the question “Before 
the four states who appeared in the vessel of love?” is found in Lalan’s 
song “Dube dekh dekhi man kirip lilamay” [LG no. 374], “Mind, dive in 
and see how our inscrutable Lord looks”: “I heard before the four states 
the Lord took refuge in love” (rag). The word rag is a symbolic term for 
menstrual blood, which is equated with the cosmic waters, and rag patra 
signifies the womb, identified with the cosmic ocean. Just as before the 
creation of the world the Lord’s seed floated on the cosmic waters, so each 
month when a woman menstruates, the sahaj manus appears in menstrual 
blood. This is probably what Lalan means by “what happens in eternity” 
(pirvapar “before and after”: see text note 5). 

In his song “Age karo rager anvesan” (Haque [1990], no. 133) Pafija Sah 
explicitly draws this analogy between the stage preceding the creation of 
the universe and menstrual blood or rag. The first two verses describe 
the beginning of creation: When before the state of darkness rag first 
appeared, the sahaj manus took his seat in it. Rag is above the universe and 
is called the eternal substance. In the final two verses rag is the menstrual 
flow: It picks up speed at a certain time and becomes a river of cream (kstr 
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nadi, another symbolic term for the menstrual flow or semen) in spate. 
The sahaj manus comes and holds court in it. You can avoid death just by 
touching one drop. The time (of its appearance) is called “the new moon 
day (am@vasya).” Its ritual is performed on the second day after amavasya 
[Bng. amabasyd] and not on the first. 

As previously mentioned, in the body the Prophet’s light is identified 
with the sahaj manus (see the annotations to “Nabi na cine ki alla pabe”). 
Thus in this last verse Lalan is saying that the Lord who appeared in the 
vessel of love and the Prophet’s light are one and the same. It is most likely 
the identity of the Lord and the Prophet, of Ahad and Ahmad, expressed in 
song after song that Lalan refers to here as “the Prophet’s mystery.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T': 3, no. 6 (LPhKK, 232); C? no. 13; LSOLG vol. 1, no. 42; LG no. 270 
(corrupt).] 
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WIC Tl ON Ako AleaTOTA RICO 


Man tore aj dharte partam hate 


WAC A ONG AAC MAST BITS 
CAST S CH HT a TTB 
PTT BA AA ST AICS I 


HATA ACA GI GAL at 
foceres or fer ates AT 

4 ANC TAT 
Werfet SSA Ae ACS Il 


fee Beal CH ARS GUSTS 
Aacet fT A SIAC WA 
ARG TOCA WA 
C AUT ONT ANS CT FTL II 


THO AC ST 
Bla BA WaT RAT 
Alery Acer AA HIS 
AACA SAMY LG BF SIS I 


man tore aj dharte partam hate 
dekhtam o re man ki mundi 
kaman kare saday al dyamate || 


saday balo ar bhulbo na 
tilek ta thik thake na 

dusta lalas dose mana 
majali dmare nanan mate || 


ki kabo se behat amar 

naile ki man e tal tomar 

pai ne gune taler Sumar 

kon tale 4may naca-o kon pathe Il 


krame tanu palo bhati 

ar kabe man haba khati 
lalan bale narad kathi 
bejle amani nece oth tate I 
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Hey mind, or king of my mind,! 
if I could catch hold of you today,” 
I'd see how bounds are hurdled.3 


Mind, you always say, “I won't forget.” 
You don’t keep your word 

a split second. 

You're so tainted by lust,* 

you've driven me to wrack and ruin.° 


What can I say? 

It’s out of my hands. 

Rather, you're the one, mind,® 

who sets the beat. 

I can't figure out the count. 

What beat do you make me dance to? 
Down what path do you make me dance? 


My body’s on the decline. 

Will I ever be pure of mind? 
Lalan says, Narad taps his stick,’ 
and you up and dance to it. 


[There are no annotations for this song. Sources for the original Bangla 
version include: Salomon’s manuscript; LG no. 199; M': 47 (not in good 
condition); J no. 329; LS no. 435.] 


1. 0 re man ki mundi: The term mundi is obscure. According to KhB it means: ye manke 
paricdlana kare (“the one who manages the mind”). In other songs Lalan uses the term 
manaray “king of the mind.” It is possible that mundy is derived from manardy. Alt. 
trans.: (line order of original): “If 1 could catch hold of you, today, / I’d see, mind, or king of 
my mind, / how bounds are hurdled.” 


2. “catch hold”: Alt. trans.: “grab hold.” 


3. Alt. trans.: “I’d see how to hurdle bounds”; “I’d see how you hurdle bounds”; “I’d see how 
to cross over bounds.” Bengali: keman kare al dengate; variant reading[s]: kare sadai dlase 
mate; ki kare sadai Glase mate; [keman kare al dyamate]. 


4. “tainted”: Alt. trans.: “debased,” “corrupted.” 
5. Alt. trans.: “You've driven me to total ruin.” 


6. naile ki. 


7. Narad [< Skt. Narada]: a legendary sage who is said to be the instigator of quarrels. Cf. 
proverb: narad narad khenra kathi / lege ya narad jhutopati. 


WT Gis Ek COMMA A A-BMWeIi 


Man re ki tui bheruya bangal jnan-chara 


WA fe QA CMR A a 
a-QNT 
ATR ASS ANS NTT I 


¢ wa CC MAA 
C fe maT ae Aer ot 
SBIR CARY otstcera Ha 
HAUT DAT BIBT I 


Cac AefR WA 
aac ¢ cafe ata 
tt BAT Cw 

afer QS C POT II 


ANS AIS SMcbaTT aR 
Wa ¢ Atca fort 4a 
Ale ACT CCT COA 
CUBE A eT APPT II 


man re ki tui bheruya bangal 
jnan-chara 

sadarer saj karcho saday 

pach barite nai bera Il 


kotha bastu kotha re man 
cauki pahara dao hamesaksan 
kaj dekhi pagaler saman 
kathay yaman kathaphara || 


kon konay ki hacche ghare 
ek-dine to dekhli na re 
paitrik dhan gelo core 
hali re tui man phok tara I 


pach bari atela karo 
ghar corare cine dharo 
lalan bale naile tor 
thekbe na mil ekakara || 
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My mind, how spineless you are! 

You're a yokel without an ounce of sense.' 
You keep sprucing up the front of your house, 
but in the back you have no fence. 


Where’s your matter 

and where’s your mind? 

Be on the lookout all the time. 

But you just act like a madman, 

and your words are sharp as splinters. 


What goes on 

in the corners of your house— 

not once did you catch a glimpse. 
Then you were completely stumped? 
when the thief snatched away 

your inheritance. 


Secure the back of your house. 
Identify the thief and nab him. 
Lalan says, Otherwise, 

not a cent of your capital 

will survive? 


1. “Yokel” translates bangal, which literally means “an inhabitant of East Bengal” and has the 
connotation of a crude, uncultured person from the backwaters. 


2. “Stumped” translates phok tara. Phok [or phuk], “the power of understanding,” according 
to Shahidullah (1968, vol. 3), is a word from Pabna dialect, which is basically the same as that 
of Kushtia. Tara “chased away” in this context has the sense of “without.” Thus the phrase 
phok tara means “bereft of the power of understanding.” (Cf. in “Phero palo tor phakirite” 
[86] Lalan’s use of era, “undone,” in the phrase lenti era, “without a loincloth,” which I freely 
translated “lost his loincloth.”) 


3. [Emendations:] Manuscripts: In the refrain T has bhoruyd, whereas all other manuscripts 
and an oral version sung by Khoda Baks have bheruyd, the standard form of the word. In 
verse 1T and M give para, while J! and Khoda Baks’s oral version have pahara; para may bea 
contraction of pahara. In verse 2 T has phoktara, M has phok tara, and J1 has phuktara. On the 
meaning of phok tara, see note 2 above. (LG misreads T phok tard as koktard. Perpetuating 
the error, Sudhir Cakrabarti (1992, 63) takes koktara as a word from Kushtia dialect without 
giving any definition.) In verse 3 T has dtena, M has dtala, and J! has Gtord, all variants of 
Gtara; [or tela, used in the Bengali version above] T and M have ghar corare, whereas J1 has 
man corare. LPhKK: In the refrain Mitra misreads tu for tui, and in verse 3 ate na for dtena, 
taro for toro, and mal for mil. LSOLG: In verse 1 read pahara for pahara and pagaler for pagar. 
In verse 3 read tara for dtano. 
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Man re ki tui bheruya bangal jfan-chara 


This is yet another allegory about failure at the practice of seminal reten- 
tion. When Lalan says “You keep sprucing up the front of your house, but 
in the back you have no fence,” he is poking fun at sédhaks who dress up 
as Bauls (saja baul) but cannot prevent ejaculation. “Matter” (bastu) signi- 
fies semen. As previously mentioned, if the adept cannot control his mind 
and concentrate on performing sdédhand, he will not be able to control his 
semen. On the sahaj manus as the “thief” of semen, see the annotations to 
“Rammahale sid kate saday” [LG no. 35, 120]. “Inheritance” (paitrik dhan) 
[also transliterated paitrk dhan] is a common code word in Baul songs for 
semen, as is “capital” (mil). 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: 19, no. 34; LPhKK, 200; LG no. 424; LSOLG vol. 2, no. 257; M 
no. 36; J! no. 219.] 
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NCTC Ist BUA Ie1OS CP ONTR 


Mane tomar apan balte ke ache 


MTC FT ONAT Ae CH BNCB 


Bla SMT SA FZ I 


Qs A SAA SIR AMA 

TORT OT TT Sra 

Acaa Sea SCT AeA 
fey RATA AIC I 


water Pat Cael eA 
ary ot GET AR 
HR AT COMf CHT Il 


faq WI HH CANS AT 
AR SCAT CNS al 

AAS CONC BIA RA Al 

sree Fa FCA AIC Il 


BNA Gt Set TA 
CAS LT AS Seley 
Prater F8 Aces AeA 
ofl ara sre ae FRICZ II 


mane tor apan balte ke ache 
kar kanday kando miche | 


thak re bhaber bhai beradar 
pran-pakhi se nay apnar 
parer mayday majiye ebar 
prapta dhan haray pache Il 


sara nisi dekho manuray 
nanan paksi ek brkse ray 
yabar belay ke kare kay 
deha pran teemani se ye Il 


miche mayay mad kheo na 
prapta path bhule yeo na 
ebar gele ar habe na 

parbi kay yuger pyace Il 


aste eka ali re man 

yete eka yabi takhan 

siraj sai balere lalan 

tumi kar mayay naco miche Il 
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O my heart, who is there 
to call your own? 
On whom do you waste your tears? 


Let go of relatives and friends. 
The bird of life is not your own. 
Make sure you don’t get caught 
under someone’s spell, 

or you'll lose 

the treasure you hold. 


Dont you see, King of my Heart?— 
All sorts of birds 

spend the night 

on the same tree. 

When it’s time to leave, 

who speaks to whom? 

That’s the fate of body and soul. 


Don't waste your life 

drinking the wine of infatuation. 
Dont stray from the right path. 
If you miss this chance, 

you won't get another, 

for in time’s spiral 

you'll be trapped. 


Alone you came, O my heart, 

alone you'll go. 

Siraj Sai says, Lalan, 

on whom do you waste your dance? 


[The handwritten manuscripts and annotations for this song are absent. 
Sources for the original Bangla version include: Jha no. 190; LG no. 25.] 


I0OO 
weld ere Ac aa @ ofofa 


Manert lenti éte karo re phakiri 


Wea cate deb aa ce aleia maneri lenti éte karo re phakiri 
BTA AM HA BI AT CAAT His || Amanater ghare mana hay na yeena curi | 


A ACES CAP ATT e desete dekhi saday 
Ulferett afta SE dakini baghinir bhay 
PCOS AS ACA =U dinete manus dhare khay 
cles refs theko hiigiyari 1I 

alta Aica afer A bare bare bali re man 
ed AGT WAT karo re apta-sadhan 
Ore CY WAT akarsane dusta daman 
wie ofa efa maro dhari dhari || 
BOR caf MSRCG kaje dekhi daraphare 
CT ¢ Wat TORG lenti tomar narabare 
WBS AT CH AT CSCG khatbe na re lalan bhere 


Brepeticet BIS I 


takasale caturi || 
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Tie the loincloth 

of your mind on tightly 

and follow the fakir’s path! 

so no one can rob the treasury.” 


I see witches and tigresses 

constantly terrorizing this land. 
They feast on men in broad daylight. 
Better be on your guard! 


My mind, I told you time after time— 
perform the worship of the Self. 

Lure your enemy, then crush him. 
Seize him and put him to death.* 


I see you get your job done quickly. 
Your loincloth is sagging. 
Lélan, you fool, the mint is no place to pull tricks.° 


1. Alt. trans.: “the fakir’s way.” 


2. Alt. trans.: “so the treasury doesn’t get robbed”; “to ensure that the treasury isn’t/doesn’t 
get robbed.” 


3. Gkarsane dusta daman: lit. “By attraction, crush the enemies.” 
4. Alt. trans.: “and take their lives”; “and finish them off.” 


5. Alt. trans.: “The job, I see you did lickety-split”; “I see you do the job lickety-split”; “I see 
you get the job done lickety-split”; “I see you work fast”; “I see you get you get your job done 
in a hurry / ina flash.” 


6. Emendations to J1: In the refrain Gmanate is clearly an error for dmanater. The word order 
of the second line of the refrain is somewhat different from that of the other versions. The 
manuscript reads: dmdanater ghare mana hay nayeno curi, whereas all other versions have 
amanater ghare yeno hay nako / nd re curi. In verse 2 dusta man is an error for dusta daman as 
given in KhB’s oral version. In verse 3 narbhore is given instead of narbare. Takasalate makes 
the line hypermetric. All other versions have takasale. Published editions: In verse 1 BBOBG 
and LSOLG have thakbe for theko re. In verse 2 BBOBG has karbe kathin for karo re. BBOBG 
and LSOLG omit daman after dusta. Maro dhari dhari should appear as the fourth line of 
the verse. In verse 3 BBOBG baro phére, and LSOLG has baro phore instead of dharphare 
[or daraphare]. KhB’s oral rendition: verse 1 has yoginir for baghinir. Verse 2 has karo ebar, 
whereas J' has karo re. 
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Maneri lenti éte karo re phakiri 


On the symbolism of the loincloth, see the annotations to “A thief keeps 
breaking into the hall of colors” [“Rammahale sid kate saday,” LG no. 35; 
120]. The “treasury” (G@mdnater ghar) probably refers to the manikotha 
(“room of jewels”) where semen is stored (see, again, the annotations to 
the song mentioned above). If the “loincloth of the mind” is on tight, that 
is, if the mind is controlled, the “treasury” won't be robbed, that is, semen 
will be preserved in the manikotha. 

Baul songs express an ambivalent attitude toward women, character- 
istic of South Asian culture as a whole. On the one hand, they are consid- 
ered sexually voracious “witches and tigresses” who attack men and rob 
them of their semen. On the other hand, they are the Sakti on whom the 
sadhak is dependent for success in sadhana. 

According to Baul belief, the Absolute split in half and manifested itself 
as two polar principles, male and female. When, through sexual intercourse 
involving seminal retention, these two principles are reunited, the adepts 
experience the eternally blissful true Self of the Absolute (détmasvarip). 
This is what Lalan means by “worship of the Self” (apta-sadhan, a blend of 
Bengali ap and Skt. dtma). 

The “enemy” is the chay ripu “six enemies” in general and kam “lust” 
in particular. The way to “crush” kam is not to avoid it but to “seize it,” to 
harness it and transform it into prem by preventing ejaculation during sex. 
In order to accomplish this, the sédhak must not be in a hurry but must 
take his time and proceed slowly and carefully. The “sagging loincloth” in 
the last verse symbolizes the phallus that has lost its erection. The “mint” 
(takasal) is used by Lalan in several of his songs to symbolize the vagina 
(see the annotations to “Look brother! Being forced to work is like swallow- 
ing a husking machine” [“Uparodhe kaj dekho re bhai dhéki gelar mato,” 
LG no. 447; 23)). 

[Sources for the original Bangla version include: Salomon’s manu- 
script; J' no. 37; BBOBG no. 197; LSOLG vol. 2, no. 340; KhB; LS no. 384.] 
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IOI 


MCI IOS AlACHT RA 
Mare dubte parle hay 
Mla GATS ATACHT BH mare dubte parle hay 
ait Mat COCA GeO fes OF BT SA || «= yadi mara bhese uthe ki se phal tay II 


Wal OCS ACA 
C at aida a ela 
wt TR WH AA 
WSR A AST A 


Ai Grats Sie 
Old Wal Gieew Aca 
“aT aT IM yA 
WS Gest Hee TT Il 


C MATA Bed CAH 
YAS BIN HA ICA 
CACM AT SACHA 
at Gift ¢ NICE ANNE II 


mara to aneke mare 

doba kathin hay gabhire 

mati nai prem sarobare 

dubte habe svartip rip aSray | 


guru yadi janay tare 

tabe mara jante pare 
Samana-jvala yabe dure 
manab janam saphal niscay I 
dobe na man uthe khede 
dubte cay kalasi bédhe 

khede lalan balche kéde 

na jani kon ghate lagay |l 
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It’s all right 

if a man can die and then dive.' 

But if the corpse floats to the surface, 
then what's the use?? 


Death: 

many die. 

It’s diving deep that’s hard. 
There’s no solid ground? 

in the lake of love. 

A man has to dive 

to reach his true nature,* 
the haven of God’s form. 


Whoever the guru instructs 

can know this death.° 

Yama won't plague him anymore. 
His human life will pay off, for sure. 


Mind, don't dive 

Just to jump back up. 

You have to dive, 

weighed down by a pot.” 
Lalan says, crying in despair, 
I don’t know where to dock.® 


1. Alt. trans.: “ifa man can die and dive.” 

2. Alt. trans.: “then what good is it?” “then what’s the purpose?” 
3. Alt. trans.: “bottom to the lake of love.” 

4. svariip: Alt. trans.: “true form”; “subtle form.” 

5. riip asray. 

6. Lit. “If the guru instructs him, he can ...” 


7. kalasi: a water pot made of clay. Alt. (literal) trans.: “with a pot tied on.” 


8. Lit. “I don’t know which quay it (i.e., my mind) docks at.” In the Bengali text of the two 
versions collected (LG and BhS), ghate lagay, “he or she docks,” is in the third person. One 
would expect in this context the first person lagdi. The first and third persons of a stem verbs 
are very close in pronunciation and are acceptable rhymes (see, for example, LG no. 51). 
Moreover, in nonstandard spelling, final y and i are often interchangeable. Thus it is possible 
that there is an error in the text, even though the other rhyming words end in y. 
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Mare dubte parle hay 


On the meaning of “dying and then diving” see the notes to “Ke tomy e 
bes bhiisane” (LG no. 221, [47]). To float “to the surface” means to come 
back to worldly life and engage in sex ending in ejaculation. On the “true 
nature” (svariip) as the means to reach God’s form (rip) see notes to LG 
no. 80 [“Ache mayer ote jagatpita,” 10]. 

According to Qureshi ([1977], 242), Bengali literary texts mention that 
women committed suicide by drowning with a pot tied to them, presum- 
ably to weigh themselves down. Thus on the exoteric level “to dive weighed 
down by a pot” (lit. “with a pot tied on”) refers to a method of committing 
suicide. On the esoteric level, however, the “pot” signifies the male sexual 
organ, and “being weighed down by a pot” or “tying on a pot” refers to 
gaining control over the ejaculation of semen. (On pot symbolism, see also 
LG no. 129 [“Rasik nam dhariye mana,” 122].) In Khoda Baks’s opinion, by 
the line “I don’t know where to dock,” Lalan means that he doesn’t know 
whether he (i.e., his mind) will go to the “dock” of love or the “dock” of lust. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 193; KhB; BhS, 152, no. 418; LS no. 344.] 
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Wat Gla t A 


L002 


RCI CY COT 


Male jib isvar praptt habe kena bale 


Wat Gla t 2 RC CPT ACA | 


CAR A Ala HB CH fata 
PC PQ ANCA II 


WT BIH F 

WY SHAN HTB 

OS BAT BAH GEA AS 
PAA Fil 


At A GOW 

WET Ot ah Siew Freire 

ATMA AAT 
AA BIS CCT I 


Gitaa 28 alee 

H Aol afer ica 
Mery Acer fSaceT SICA 
Wala PT SNA CAT II 


male jib igvar prapti habe keena bale 1l 
sei ye kathar pai ne bicar 

karo kache sudhile Il 

male hay isvar prapta 

sadhu asadhu samasta 

tabe kene tap jape eta 

kare re jale sthale || 


ye pafice paficabhtita hay 
male ta yadi tate misay 
isvar amSa isvare yay 
svarga narak kar mele || 
jiber ei Sarire 

igvar amsa bali kare 
lalan bale cinle tare 
marar phal tajay khele |l 


Songs of Lalan Sai 445 


Why do they say 

you'll reach God when you die? 
No matter who I ask, 

I never get a cogent answer.! 


If everyone, 

saint and sinner, 

reaches God when he dies, 

then why all the penance and prayer 
on land and on water? 


The five things 

from which the five elements come— 
if you merge with them when you die, 
and the divine? in you goes to God, 
then who goes to heaven and hell? 


What do they call divine in a creature’s body? 
Lalan says, Just know this, 

and the fruits of death 

ripen while you're fresh. 


1. sei ye kathar pai ne bicar: Alt. trans.: “I never get a straight answer.” 


2. isvar amsa: See commentary. 
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Male jib isvar prapti habe kena bale 


Lalan ridicules the popular belief that even sinners can obtain liberation 
after death (presumably through bhakti). “The five things from which the 
five elements come” are the tanmatras (subtle elements). 

The answer to the riddle “What do they call divine” (or more literally, 
“the divine part,” isvar amsa) “in a creature’s body>” is semen. (The use of 


aed 


amsa, which usually means “part,” “portion,” to signify semen is not pecu- 
liar to Baul poetry. BBhA [source unknown, probably Bangla Academy’s 
Bamla Bhasar Abhidhan] gives “power” as one of the definitions of the 
word birya “semen” (def. 11) and quotes the phrase bisnu amse janma “born 
from Visnu’s amsa.”) Lalan’s goal is not to merge with God after death but 
to become liberated in life (through preserving semen and performing 
sadhana). 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 437; KSh; LS no. 766.] 
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MCA BAT OF Fes WAT 


Manuser karan se ki sadharan 


WAS SAT OH feos Hea 
Cer APTS AAT | 

bot Gia aN Bwa H aa 
CHS alt CCA 

Caiaee ACNAR AAT I 
ama Mahe Mew aA 
Bla Re ASK CST ACS AT SIA 


alea | tal RS OF TS TT 
at fafatcet Sq er feepet ota I 


RT acer at «aa fac Ga AT 
Be Ace ats Soy reer 
+ aca Ta WM A 
Olt REA MCAS PAT HAT Il 


8 OF Atte race Cl AILS AI BCA 
Ql PAT OU MNA 
ficag fa OF CCT OF ACA 
BRT Sey DPA AG BCT 

BA MT Il 


manuser karan se ki sadharan 
jane rasik yard | 

tale jib bibagi atal isvar ragi 
seo rag lekhe 

baidik rager-i dhara || 


yadi phuler sandhi ghare bindu pare jhare 
ar ki rasik bheye hate pay tare 

nire ksire misay se pare durdasay 

na misile hin anga biphal para || 

hale bane ban ksepana biser uparjana 
adhopathe gati ubhay ses-khana 
paficabaner chile prem astre katile 

tabe habe manuser karan sara || 


o se rasik sikhre ye manus bas kare 
hetu-Sinya karan se manuser dvare 
nihetu bisvase mele se manuse 
adhin lalan phakir hetu kame 

yay mara ll 
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Is the worship of the Man! 
just ordinary worship ?? 

Those who are true lovers? know. 
Unsteady: unbridled* mortal. 

Steady: God’s devotee. 

Both are mere Vedic ways of devotion. 
You can find them in black and white.° 


Ifa drop spills 

at the flower-junction, brother, 

can the true lover get it back again? 
If he mixes milk and water, 

he’s in desperate straits. 

But if he doesn’t, his mortal body* 
goes to waste. 


1. Alt. trans.: “person.” 
2. Alt. trans.: “just any old worship”; “your run-of-the-mill worship.” 
3. Alt. trans. of rasik: “expert lovers.” 


4. Bibégi means “detached from the world,” “indifferent to worldly life.” Lalan, however, 
seems to use this word in exactly the opposite sense, to describe a person who has not 
renounced the world. In fact, the version in BBOBG contains the variant bisay-bhogi, “one 
who enjoys worldly pleasures,” which is probably a lectio facilior. The word appears in the 
opening line of another song by Lalan [LG no. 198] in a similar negative context: man bibagi 
bag mane na re / pate apamrtyu habe tai saday kare. It is unclear whether Lalan is punning 
on bibagi and bag “control” or is actually giving a definition of bibagi when he says bag mane 
na, “You don’t submit to control.” It is possible to analyze bibdgi as the affix bi “without” and 
bag “control,” although this meaning is not attested. The verse quoted above would then 
translate: “Unbridled mind, you don’t submit to control. You always do those things that lead 
to an early death.” It is probably in this latter sense that Lalan uses the word. Another such 
word that occurs in Lalan’s songs is akaitab “genuine,” redefined by folk etymology to mean 
“cannot be told.” See the notes to “Ye raipe sai ache manuse” [LG no. 222; 116]. 


5. The translation is highly tentative. Rag seems to be used here in the sense of path. The last 
two lines have been reversed in the English translation for the sake of clarity in the English. 
Jha explains the line in this way (1995, 327): “lekhe arthat ei duto panthai sastrer likhito nirdese 
paoya yay.” 

6. hin anga. The line is somewhat problematic: Is hin an attributive adjective or a predi- 
cate adjective? Alt. trans.: “pitiful body,” “lowly body,” “wretched body.” Jha (327) interprets 
the line to mean angadi hinata prapta hay, “the body, etc., attains an inferior state.” Alt. 
trans.: “His body decays and goes to waste”; “His body becomes weak and goes to waste.” 
KSh has hem for hin. For the same confusion between hin and hem [see] “Ye jan padmahem 
sarobare yay” [LG no. 48; 112]. 
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And if he shoots 

one arrow after another 

all he gains’ is poison. 

Should the poison descend, 
both he and she are ruined.® 
But if he cuts the bowstring 

of the five arrows? 

with love’s weapon, 

then he'll complete the worship 
of the Man. 


That Man who lives at the top 

of the true lover’s head— 

selfless worship” 

brings you right to his door." 

By unselfish faith you get the Man. 
But poor Lalan’s dying 

because he acts selfishly. 


7. uparjanda for updrjan. The a is added for the sake of the rhyme. 


8. ubhay ses-khana. “He and she” do not appear in the Bengali text, but it is clear from the 
context that “both” refers to the male and female practitioners. The suffix -khand seems to be 
pleonastic, added for the sake of the rhyme. 


g. Alt. trans.: “to the five arrows.” 


” «. 


10. hetu-Stinya karan. Alt. trans.: “for no special cause;” “for its own sake;” “without a motive.” 


” & 


1. se manuser dvare. Dvar “door” is used in the sense of “way,” “means.” The phrase could 
also be rendered “is the way to the man,” or “opens the door to him.” 
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Lalan opens this song with a rhetorical question. “The worship of the Man,” 
of course, is not “just ordinary worship” of the type described in scriptures. 
“Unsteady” (tal) refers to a man who is unable to prevent ejaculation and who, 
as a result, sires children. “Steady” (atal) describes a man who remains celibate 
and practices sadhana without the aid of a woman.” Lalan rejects both these 
extremes as “Vedic’—that is, sanctioned by the scriptures. They belong to the 
written tradition and as such are not secret like Baul doctrines. The aim of Baul 
sadhana is for the sadhak to become sutal, that is, to engage in sexual inter- 
course with a woman, thereby making his semen descend, but not allowing 
it to be ejaculated. (See also “Jano re man sei rager karan” [LG no. 143; 62].)® 

The “drop” refers to semen, and the “flower-junction” to the triveni [Bng. 
tribeni], the juncture of the nayis ira, pingala, and susumnd in a woman’s 
miladhar-cakra, where the flower representing the Sakti is said to blossom 
during her menstrual period. “Milk” is a metaphor for semen, and “water” 
signifies menstrual blood. Lalan says that on the one hand, the sadhak should 
avoid spilling semen and mixing “milk and water” (i.e., semen and men- 
strual blood) if he is to succeed in sadhana. Yet, on the other hand, if he fails 
to mix “milk and water,” his “body goes to waste.” 

Scholars hold different opinions about how semen and blood are to be 
mixed, when it is to be done, and where. Lutphar Rahman (1977, 154) finds 
that it is the practice in some Baul groups for the sadhak to ejaculate into 
the vagina of a menstruating sddhikaé on the third day of her menstrual 
period. Through sexual intercourse, the sédhak churns the semen, turning 
it into nectar. He then separates it out from the blood and takes it into his 
body again through his penis by means of a yogic technique termed sosan 
karya, “the act of suction.” According to Rahman, it is this sadhana that is 
referred to as raser bhiyan “making sweets” as well as amrta pan “drinking 
nectar.” He interprets the reference to “another vessel” found in some 


12. [Salomon’s typescript adds the parenthetical note “(check with fakirs)” here and at other 
points in the annotations, indicating her intention to confirm some of these assertions 
through additional correspondence with Baul practitioners.] 


13. Openshaw [2002, 214] gives alternate definitions of atal and sutal. She notes that atal 
sometimes is used to mean “intercourse without ejaculation of semen.” If that is the case, 
then sutal means occasional limited ejaculation, which, she says, is only to be practiced after 
the sdédhak has mastered coitus reservatus. 


14. Rahman ([1977], 154) rejects U. Bhattacarya’s explanation of raser bhiyan (see BBOBG, 
398) as sexual intercourse during the three days of the sédhika’s menstrual period. 
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Baul songs as well as in Vaisnava Sahajiya texts to mean the ejaculation 
of semen into the woman’s vagina, which represents the “other vessel.” 
See, for example, Pafija Sah’s song in BBOBG no. 287 and R. Haq [1990] 
no. 133, “(Ebar) age karo rager anvesan” (“Now first search for passion”) 
and Bibarta Bilas (quoted in BBOBG, 399). If the sddhak is not able to 
perform the difficult act of sosan, then after ejaculating into the sadhika’s 
vagina, the combined sexual fluids are placed in a vessel and drunk. Some 
groups mix the fluids with rice powder, honey, molasses (gur), and sugar 
to make a concoction termed prem-bhaja."° 

Rahman further notes (155-156) that sadhaks belonging to Pafija Sah’s 
sampraday practice strict coitus reservatus. They do not prescribe any sem- 
inal emission. It is for this reason, he concludes, that Pafija does not men- 
tion placing semen in “another vessel.” Instead of ejaculating, the sédhak 
separates out the two elements that comprise menstrual blood (rajah), 
ras (juice) and rakta (blood), and then takes the purified ras into his body 
through his penis.° Rahman, however, did not notice that the song by 
Pafija mentioned in the previous paragraph does, in fact, refer to “another 
vessel” in which semen is placed: 


It’s not a rite for the first day, 

but for the second day of the moon. 

Whoever puts it (semen) in another vessel 

and mixes the water and milk together, 

says poor Pafija in tears, 

I worship the feet of that man. (BBOBG no. 287) 


In another song, using the code word “light” (nir) for semen instead of 
“milk,” Pafija Sah again alludes to the mixture of these substances (quoted 


In his song “Suddha bhakti haite hay Suddha premer uparjan” (Jahangir, nos. 28 and 
77) Duddu alludes to another interpretation of amrta pan. He says that the nectar is drunk 
by both the male and female. It is shared mouth to mouth (adhare adhar daran; see the 
notes to “Put your lips to hers ...” [“Dharo re adhar cadere adhare adhar diye,” 72]) and 
obtained when the frog (the male) places his arrow (penis; instead of ban “arrow,” no. 77 has 
bate, which does not seem to make sense in the context) in the snake’s (woman’s) mouth. 
This seems to be a reference to the sédhana discussed in the annotations to “Put your lips 
to hers ...” in which the woman extracts semen orally and then passes half of it from her 
mouth to the sadhak’s mouth. It is probably this act which Duddu calls amrta pan. 


15. [Salomon’s typescript adds the parenthetical note “(check).” See note 12.] 


16. Salomon’s typescript adds the parenthetical note: “(Check whether I have understood the 
Bengali correctly: maithun dvara narirajah madhyastha ras o rakta prthikaraner par parisuddha 
ras mudrabiseser sahdajye sadhak Sarire uttolani mil laksya.)” 
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in Rahman 1977, 156): “For the worship, brother, you should put light in a 
container. You should take water from the root (milddhar) and mix it in.” 
These lines also indicate that the “mixing” takes place outside of the body 
for sadhaks who have mastered coitus reservatus. Whether fakirs in Pafija’s 
lineage prescribe ejaculation on the “second day of the moon,” that is, the 
third day of awoman’s menstrual period (the first day is amavasya, “the new 
moon day”), as this verse seems to indicate, is a matter for further study. 

Openshaw also mentions limited ejaculation [2002, 158-159, 214, 
174n16], considering it a more advanced stage than complete seminal 
retention, and remarks that male and female sexual fluids are even mixed 
together but does not provide any further details. In his account of Baul 
sadhana, U. Bhattacdrya notes ([B BOBG] 397-398) that some Baul couples 
drink menstrual blood and semen that has been extracted through oral sex 
(see the annotations to “Dharo re adhar cadere” [LG no. 42; 72]) and then 
mixed together outside of the body. For Bauls who follow this method, 
the vessel in which the fluids are combined may be what is referred to as 
“another vessel” in Baul songs.” 

According to Saktinath Jha, the combining of male and female sexual 
fluids does not take place in the woman’s body, where it could lead to 
conception, but rather in the man’s body. He explains ([1995], 348n18) 
that through inverted sexual intercourse (viparita-rati [Bng. biparit rati]) 
with the woman positioned on top, the sdédhak is able to take menstrual 
blood and even seed mixed with menstrual blood into his penis using the 
Sosan technique. In the latter case, it seems that at least a small amount of 
semen would have to be ejaculated. This would make RahmAn’s and Jha’s 
descriptions of sadhana closer than they appear at first. Alternately, Jha 
continues, the sédhak may take the blood orally or simply absorb it into 
his body, presumably because he is on the bottom and the blood is flowing 
downward onto him. Jha does not say whether the blood taken orally is 
mixed with semen afterward and, if so, how it is done. Nor does he explain 
what is meant in Baul songs by the term pdtrantar. [Here is one possible] 
solution to the paradox obtained from my own field work: 

“Shooting one arrow after another” refers to rapidly thrusting the 
penis in and out of the vagina, a practice which excites lust and leads 


17. Bhattacarya gives a completely different interpretation of “another vessel.” He believes 
(BBOBG, 398-399) that semen and menstrual blood exist in a woman’s body in mixed form 
and that pdtrantar indicates the separating out of the semen from the blood, which is then 
made to go upward (presumably in the sadhak’s body into which it has been drawn). This 
view is rejected by Rahman, who holds that the saédhak, through sexual intercourse, has to 
make his semen combine with the woman’s menstrual blood. 
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to ejaculation. According to Lalan’s song “Ye pathe sii cale phere” [LG 
no. 65], “poison” (bis) comes from the woman’s kundalini. Once the 
sadhak is bitten by it, the poison goes straight up to his brahmarandhra, 
presumably causing his semen to descend and be ejaculated.” (Cf. the 
Nath term garal-candra “poison moon” in Sukur Mahmud’s Gupicandrer 
sannyds ([1922], 169) and in Sekh Jahed’s Adya paricay ({1964], 51). In note 
57 (Haqi975) Muhammad Enamul Haq explains that when semen, which 
is termed amrta (nectar), descends from the sahasrar-cakra to the miiladhar 
and is ejaculated, it turns into poison. “The five arrows” may refer to the 
five senses (see also “Dharo re adhar cadere”). “Love’s weapon” represents 
the penis (cf. rag astra in “Age jano na o manuray” [LG no. 429; 6]). The 
“man” who lives “at the top of the true lover’s head” is the Supreme pres- 
ent in semen, which is believed to be stored in the head. 

“Selfless worship” (hetu-stinya karan) and “unselfish faith” (nirhetu 
bisvés) mean pure devotion (suddha bhakti), that is, worship that is done 
for its own sake without any desire or ulterior motive. As Lalan explains 
in “Ki sadhane ami pai go tare” (LG no. 125): “Rites (bidhi) for the five 
kinds of liberation and the eighteen kinds of magical powers—these are 
all called selfish worship (hetu-bhakti). My unseen lord isn’t won over 
by them.” 

“Because he acts selfishly” loosely translates hetu kame. Kim can mean 
“work” (< Skt. karma) or “desire,” “lust” (< Skt. kéma). Karim Shah, in his 
rendition of the song, replaces kam with kaj “work” or “act,” indicating that 
it is in the latter sense that the word is understood on the surface level. 
Translated literally, hetu kame means “due to selfish acts.” The phrase, 
however, also puns on the second sense of kadm, providing the answer to 
what Lalan means by selfish acts, namely, sex motivated by kam “lust” 


18. [Salomon’s typescript adds the parenthetical note “(check).” See note 12.] 
19. 

ye pathe sai cale phere 

tar khabar ke kare// 

se pathe ache re saday 

bisam kal(a)naginir bhay 

yadi keu Gndaje yay 

omni uthe cho mare/ 

palak bhare bis dheye tar 

uthe brahma-randhre re// (LSOLG vol. 2, no. 42) 
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or “desire” rather than by prem “love” that is niskam “without desire” for 


dtmasukh “one’s own pleasure.” It is for this reason that Lalan dies, that is, 


discharges semen. 


[Manuscript Exemplar (V1 no. 142):] 


manser” karan se ki re” sadharan 





jane rasiko yara / 
tale jib bibagi, atal isvar ragt 
seo rag lekhe** baidig® ragero dhara// 


yadi* phuler sandi” ghare, bindu pare jhare”® 
Gr ki rasik” bheye*® hate pay tare”/ 
nire ksire misay, se*° pare durdasay 
na misle* hin?anga biphalo para*?// 


hale** bine ban khepandabiser® uparjana*® 
adhopate gati ubhay ses-khana *7/ 


20. KSh has manuser. 

21. Omitted in KSh’s version. 

22. J has likhche se rag. 

23. For baidik. 

24. J has o se; KSh has ye jan. 

25. For sandhi. 

26. J reverses the order of these two words. 
27. V' omits the k. 

28. J has bhaéye; KSh omits the word. 
29. KSh begins the line with ye jan. 
30. J and KSh have seo. 

31. KSh has misaile. 

32. KSh has hem. 


33. The order of verses 1 and 2 are reversed in J. For the sake of listing the variants this rever- 


sal will not be taken into consideration. 
34. J has 0 se. 
35. KSh has habe bis. 


” 


36. For updarjan “gaining,” “obtaining.” 


37. KSh has svetkhana. 
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pancabaner*’ chile, prem astre® katile 
tabe habe manser“karano sara"'// 
o se rasiko sikhare, ye**manus bas kare 


hetusarnna® karan se manser* dvare/ 
nirhetu*bisvase“, mele se manuse” 








adhin* lalan phakir hetukame yay mara*’// 


(Other manuscripts: V* no. 29, M 29, and J no. 463. All the manuscripts 
have more or less the same readings. For the only significant variant, the 
last word in verse 2, V! has the better reading in terms of the rhyme and 
has been chosen as the exemplar for this reason. Oral version: KSh, which 
agrees with V"’s reading for the last word in verse 2.)°° 

[The following questions show Salomon’s intended directions of 
research into the meaning of this song. They are included for reference.] 


1. Who is the manus? Is it male, female or neither? In whose body is it the 
sadhak’s or sadhika’s or both? (See Pafija Sah’s song: “Manuser karan 
manus bhinna nay re man ... ras ratite khelche manu.”) Does karan 
mean updsana? ki kare manuser karan hay? ki karte hay? 

2. What does bibagi mean? 


38. J has bane. 


39. V' and M have the same scribal error, pram atre, perhaps indicating that one was copied 
from the other. 


4o. KSh has manuser. 


41. M has kara (?). The first two letters are darker than the last two and look like they have 
been gone over; V’ and J have kara. 


42. KSh has se. 

43. V' and M have this spelling; V? has sarna, and J has sanya for stinya. 
44. V' has maser; KSh has manuser. 

45. J has nihhetu; KSh has nihetu. 

46. V? and J have bisvaso. 

47. Vi and M have manus, V? has manuso, and J has manus. 

48. Omitted in J. 

49. For the line KSh has: hetu kaje phakir lalan yay mara. 


50. Note: The final inherent vowel, which is not normally pronounced, may be pronounced 
for the sake of meter. Thus in this song both rasik and rasiko occur. 
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. [svar ragi—isvarer bhakta? Who is tSvar ragi, one who practices with- 


out a woman or a sdédhak who practices total arrest of semen (see 
Openshaw [2002, 158-160])? 


. What does rag mean in: seo rag lekhe baidik ragero dhara? Is rag here 


from anurag? What does the whole sentence mean? What does Vedic 
mean? Can it refer to Qur’an as well as Hindu scriptures? 


. Is phuler sandhi ghar equivalent to meyeder tribeni ghat? 
. In the sentence “dr ki rasik bheye hate pay tare” to what does tare refer 


(bijke n& manuske)? Does it mean: “Does the sadhak get it (i.e., the 
semen) back again?” 


. Lalan says “N& misle hin anga biphalo para.” What does hin mean 


here? Nicu? Where should they be mixed? Why are semen and blood 
mixed? Many songs mention pdtrantar. Two possible solutions: the 
sadhak mixes them in his own body by taking in some of the woman’s 
blood (but that would not explain pdatrantar), or, if he is unable, it is 
mixed in a bowl and eaten by the couple, or they are mixed in the 
womans body. 


. Does bane ban khepana refer to rapid thrusting of the penis in the 


vagina? 


. What does the poison refer to? 
. Is the suffix -khana added to ses only for the sake of mil [meter]? Does 


it have any special meaning here? 


. Are the five arrows pafico indriyo? [See Salomon’s description of the 


paricaban “five arrows” in her annotations to no. 72 “Dharo re adhar 
cadere adhare adhar diye.” 


. Prem astra kake bale? What is love’s weapon? Is it at the top of the 


male’s head where the manus lives? 


. Hetu-stinya karan se manuser dvare. What does dvdre mean here? Does 


manuser dvére mean manus paoyar path? Is hetu sinya karan worship 
without desires such as offspring? 


. What is bis and amrta? 
. Does the mixing take place inside or outside the body? If it is inside 


the body, then whose body? 


[Sources for the original Bangla version include: Salomon’s manuscript; 
V' no. 142; V7 no. 29, M 29, and J no. 463; LG no. 456; LS no. 686.] 
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ICRC GRACE BT OF ACA PSepVAT 
Mayere bhajile hay se baper thikana 


Wiealca ACA Bal CH ACoIm Heprat | 
fa whoa Hh CAT OR GMT II 


% TAMA HAS 
a feat good 
Se Po nis 


By WA Gall 


fa a elas aR oT 
CHAT CH NICHI COCA 
TRA wis AA yfeical 
fart a AT Il 


fe « @aa 
Ale SX OM COW Cl CAT 
gloat Marea I 


miayere bhajile hay se baper thikana | 
nigum bicare satya gelo tai jana Il 


purus paraoyar degar 
ange chilo prakrti tar 

prakrti prakrti samsar 
srsti sab jana Il 


nigum khabar nahi jene 
keba se mayere cene 
yahar bhar din duniye 
dilen rabbana || 

dimbu madhye ke ba chilo 
ber haye kare dekhilo 
lalan kay tar bhed ye pelo 
ghucilo dinakana I 
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If you worship Mother, 

you'll find out Father's address. 
Some figured out the secret 
and revealed this truth. 


There was a woman 

in the body of the man, our protector. 
A woman! A woman created the world 
and everyone in it. 


Who can recognize that mother 
without knowing the secret-— 

the mother to whom our Lord entrusted 
religion and the world? 


Who was in the egg? 

When he came out, 

whom did he see? 

Lalan says, His dayblindness is cured 
who knows this mystery.” 


1. nigum bicare satya gelo tai jand: The subject is unexpressed in the Bengali. The line trans- 
lates literally as follows: “By determining the secret, the truth became known.” 


2. Mitra misreads nigum in the refrain and in verse 2 as nigur and nigun, respectively. 
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The “mother” refers to the female aspect of the Supreme, the Sakti, identi- 
fied with the primeval waters, light, and menstrual blood, as well as with 
women in general, who are considered incarnations of the Sakti. The Sakti 
is conceived of as the creative power of the Supreme and the efficient cause 
of the universe. The “father” refers to the male aspect of the Supreme, the 
Purusa, identified with light and semen. 

According to the Bauls, ontogeny recapitulates cosmogony—that is to 
say, human procreation repeats the primeval act of creation. The unquali- 
fied formless Supreme, in order to create the universe, took an active form 
by incarnating in the cosmic egg as the Creator Nirafijan, the father of the 
world. The cosmic egg from which he was born floated in the womb of the 
primal Sakti, represented by the cosmic waters.* The Bauls hold that the 
conditions that were present when the universe was created are re-created 
every month when a woman menstruates. At the beginning of the third 
day of menstruation the active form of the Supreme, termed the sahaj 
manus, becomes manifest in menstrual blood just as Nirafijan became 
manifest on the cosmic waters. It is at this time that they perform their 
sexual sdédhand to “catch” him. 

When Lalan says, “If you worship Mother, you'll find out Father’s 
address,” he is referring to the importance of the woman in sadhana. It 
is only with the help of his female partner that the male practitioner is 
able to “catch” the Supreme, for it is in her body that the sahaj manus 
becomes manifest. He is also referring to the notion that sahaj manus 
unites with the Sakti in menstrual blood and that menstrual blood is 
the substance containing this form of the Supreme, just as the cosmic 
waters contained Nirafijan. (Cf. LG no. 80 [“Ache mayer ote jagatpita,” 
10]: “The mother screens the father of the world from view,” and also 
LG no. 153 [“Dil dariyay dube dekho na,” 68]: “The mother of the world 
floats in the sea. Lalan says, The father is in her belly.”) This belief 
that ontogeny recapitulates cosmogony and that the Creator appears in 
menstrual blood and can be caught like a fish by the experienced adept 
who is able to detect his presence is probably what Lalan means by the 
“secret.” 


3. The myth of Nirafijan’s birth from the cosmic egg or Hiranyagarbha, as it is often called, 
can be traced back to the Rg Veda (10.121), Svetasvara Upanisad (3.4. and 4.12c), Chandogya 
Upanisad (3.19), Satapatha Brahmana (11.16, 1-2), Brahmanda Purana (1.3), and Manusmrti 
(I.7-9), among other Sanskrit texts. 


Songs of Lalan Sai 401 


Lalan states that “a woman was in the body of the man, our protector” 
because the Sakti was born from the Lord’s body when he split into male 
and female in order to create the universe. As Duddu Shah sings (Jahangir 
[1964], no. 63): “When the Lord was in the void, he was alone, the sole 
being. By the strength of his infinite power, from that power he brought 
his Sakti forth.” As the material cause of the universe “she created the 
world and everyone in it.” In another song (Jahangir [1964], no. 91) Duddu 
Shah says: “A woman is the original creator, the original substance of cre- 
ation. Father, the supreme male, the Lord—he was born from a woman.” 

According to Khoda Baks, when Nirafijan who was in the egg came 
out, he saw the Sakti, called Fatima by Muslim Bauls. For a discussion of 
the Sakti as both mother and wife of the Supreme, see annotations to LG 
no. 223, “Kare Sudhabo re marmakatha” [41]. For other egg riddles see 
LG nos. 102 [“Ye din dimbabhare bhesechilen sii,” 114] and 223 [“Kare 
sudhabo re marmakatha.”] 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T?: 38, no. 71; LG no. 215; BhS, 89, no. 245; LSOLG vol. 2, no. 80; 
LPhKK, 222; LS no. 632.] 
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faery RC POMC 


Milan habe katadine 


fers att SOc 
BUA AA ACTS AC Ih 


Diets TER 
cord SIS BIE = 
Re AceT AT HIT 
BOW a Pay CF Il 


cada FI CHC CATT 
SRC AT OT GT AT 
2 AQAA CII 


2 AMT AT 
WMA PA ToT 
Mery Blea CSCS ACH WANT 
8B WARS HACE II 


milan habe katadine 
amar maner manuser sane | 


catak-o pray aharnisi 
ceye achi kalo sagi 

habo bale caran dasi 

o ta hay na kapal gune Il 


megher bidyut meghe yeman 
lukale na pay anvesan 

kalare haraye teman 

ai rap heriye darpane || 


ai rap yakhan smaran hay 
thake na lok lajjar bhay 

lalan phakir bhebe bale saday 
o prem ye kare se jane I 
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When will I be united 
with the Man of my Heart? 


Day and night 

like a rainbird! 

I long for the Black Moon, 
hoping to become his servant. 
But this is not my fate. 


I caught a glimpse 

of my Dark Lord a dream, 

and then he was gone 

like a flash of lightning 

vanishing into the cloud it came from, 
leaving no trace.” 


Meditating on his image, 
I lose all fear of disgrace. 
Poor Lalan says, 

He who always loves 
knows. 


[Salomon’s handwritten manuscripts and annotations are missing for this 
popular song, which Baul singers often sing collectively at the conclusion 
of a series of songs. Sources for the original Bangla version include: LG 
no. 362; LS no. 585.] 


1. The catak bird, according to legend, drinks no other water but the rain that falls for only a 
couple of weeks during the year. It is a symbol of devotion to an absent lover. 


2. I translated the line freely, as the construction of the Bengali sentence is not parallel. It 
literally translates as: “Just as a flash of lightning leaves no trace when it vanishes into the 
cloud it came from, so I lost my Kala, after glimpsing his image in a dream.” 
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Y AGUA C18 SACS ANF 


Mursid janay yare marma sei jante pay 


YAGI AMAT HB 


BAC ATS | 


CR CA AIC Wet OT fe ICS TT II 


BUTS VN OCT AT OH 
fla FRA Waals 
CA ICA CF IR BF I 


yt way Pe 
OIA Ta6 BAS 
Act H ANE II 


FACS HoT VET UT 
BUSS BR OA HAM 
aa fe ofa cate 


Ae Sle BIS I 


Tet Olea 


mursid janay yare marma sei 
jante pay | 

jene sune rakhe mane se ki kare kay || 

nirakar ray acin dese 

akar chara cale na se 

niranta sai anta yar nai 

ye bhabe se tai hay I 

munsiloker munsigiri 

kaj nay tar phastigiri 

akar nai ko yar barjokh akar 
bale sarbaday I 

ntrete kul alam payda 

abar kay panir katha 

nir ki pani bastu jani 

lalan bhabe tai | 
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Only he finds out the truth— 

the one to whom the murshid reveals it! 

He learns his lesson well and keeps in mind 
what his murshid says, and to whom he says it. 


Bodiless,? he lives in an unknown land. 
But he goes nowhere without a body. 
The eternal Lord who never dies—* 

he is just as you think he is.° 


What do I know 

of pedants and their pedantry?° 

Though he has no body, his middlemen do,’ 
people always say. 


1. Alt. trans.: “Only the one to whom the murshid reveals it finds out the truth”; “Only he 
to whom the murshid reveals the truth finds it out”; “Only he finds out the truth to whom 
the murshid reveals it’; “The only one who learns the truth is the one to whom the murshid 
reveals it.” 


2. The translation is based on the tentatively accepted reading kare and is therefore also ten- 
tative. Alt. trans.: “what the murshid says and to whom.” 


3. Alt. trans.: “unbodied.” 
4. niranta sai anta yar nai. 


5. The Bengali sentence ya bhabe tai hay [or ye bhabe se tai hay] (see also ye ya bhabe se 
hay déray in “Til pariman jaygate ki kudaratimay” [LG no. 134; 64]) is probably elliptic 
for what is somewhat more fully expressed in the title line of another song by Lalan: “Ye 
ya bhabe sei rip se hay” [LG no. 420], “He takes whatever form you picture him as 
having” (lit. “In whatever way one thinks of him, in that form he appears”). A similar 
statement occurs in Lalan’s “Dhanya bhab gopi bhab aha mari mari” [LG no. 359]: chilo 
krsner pratijna aman, ye bhabe ye kare bhajan tdite hay tari, “Such was Krsna’s promise: in 
whatever way one worshipped him, in just that way he appeared.” This seems to echo Gita 
4.1: ye yatha mam prapadyante tims tathaiva bhajamy aham, “In whatsoever way any come 
to Me, in that same way I grant them favor” (Edgerton’s translation [from Sanskrit}). 
Alt. trans.: “He is whatever you think he is”; “He is whomever you think he is” (IV. 1, in 
Edgerton 1972, 24). 


6. “Pedants” translates mufisilok [also spelled munsilok], who are scribes and teachers of 
languages, particularly Arabic, Persian, and Urdu. 


7. “Middlemen” translates barzakh [Bng. barjokh or barjakh]. On the meaning of this word in 
Baul songs, see the annotations to this song. Alt. trans.: “mediators,” “intercessors,” “go- 
betweens.” Though he has no body, his middlemen have bodies. 
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From light the whole world was created. 
But they also speak of water. 

Can light be a liquid substance?’ 
Lalan thinks so.° 


8. Alt. trans.: “watery substance.” 
9g. The line could also be translated: “Lalan wonders.” 


10. [Emendations:] The song is not included in any of the manuscripts I have collected. 
However, I have discussed portions of the text with Khoda Baks and taped an oral rendi- 
tion of it sung by Mahendranath Goswami. In this case I did not choose any one text as the 
exemplar, as there are only a few significant variants and no version is free from error. In the 
refrain LSOLG has karo and MG has its variant form karu. LG has kare, which makes bet- 
ter sense in the context and which I have therefore tentatively accepted as the reading. MG 
reverses the order of verses 1 and 2. Verse 1: MG gives kay instead of ray. LG and MG have 
niranta sai, anta yar nai, which I have accepted as the correct reading. LSOLG has ananta sai, 
anta yar nai, and KhB has nirantar sai, antar yar nai. Niranta is a pseudo-Sanskrit word. Both 
nirantar and ananta may be attempts to correct this solecism. MG has tare ye ya bhabe se tai 
hay, and KhB has ye ya bhabe tai hay for LG and LSOLG ye bhabe tai hay, which is metrically 
correct. Verse 2: LG and LSOLG have barjakh kar, which does not make sense. MG has kise 
barjakh tar, and KhB gives barjakh akar, which makes the best sense. Verse 3: LG has phul 
instead of kul, the reading of the other versions. 
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Mursid janay yare marma sei jante pay 

On the macrocosmic level, the “unknown land” refers to God’s abode in 
heaven. In the context of the Islamic terminology of the song, it signi- 
fies in particular the area beyond the Sidrah tree, which marks the border 
between the seventh heaven and God’s domain. On the microcosmic level 
it stands for the highest cakra, the sahasrar, where God exists in a state of 
absolute unity as the atal isvar “unwavering God” (see the annotations to 
“This time search your own house” [“Dekho na ebar apnaro ghar thaoriye,” 
LG no. 62; 69]). As Lalan says elsewhere (“Ke bojhe sair lilakhela” [LG 
no. 16]), “Above the seventh floor (i.e., the sahasrar), formless, he stays in 
an unknown land.” In the “unknown land” the Lord is transcendent and 
without form or qualities. Here he is unknowable. 

Lalan says that the Lord “goes nowhere without a body” because, as 
stated previously (“You should understand what sets those two lights 
apart” [“O duti ntrer bhed bicdr jana ucit bate,” LG no. 240; 36]), when 
God desired to be known, he revealed the form manifest in himself and 
created man in his own image. (See the discussion of the paradox of the 
form of the formless Lord in the annotations to “It amazes me to see the 
Lord’s play” [LG no. 281; 132].) The line “He is just as you think he is” 
expresses the belief that God is one but has many forms and names. As 
Lalan says in a song referred to previously (“Ye ya bhabe sei ritp se hay” 
[LG no. 420]): “He takes whatever form you picture him as having. Ram, 
Rahim, Karim, Kala—throughout the world, just one Allah.” 

The Arabic word barzakh, freely translated as “middlemen,” is used in 
the Qur'an to mean “a partition, a bar or barrier; the place or state in which 
people will be after death and before Judgement” (Ali 1983, 23:100 n2940). 
It is interpreted by Sufis as referring to the Prophet, who occupies a posi- 
tion intermediate between the divine and the created world (Schimmel 
1985, 134). According to the Bauls, it is the murshid who is the barzakh, the 
intermediary between God and man. In Lalan’s opinion, the fact that the 
barzakh has a body belies the assertion of “pedants” who only rely on book 
knowledge that God has no physical shape. 

Lalan is equating light with seed when he agrees that light can be a liq- 
uid substance. (On creation from liquid light see “You should understand 
what sets those two lights apart” [“O duti niirer bhed bicar jana ucit bate,” 
36]. On the connection of light and seed in Islamic, Tantric, and Buddhist 
traditions see Salomon 1991, 282.) 

[Sources for the original Bangla version include: LG no. 239; LSOLG 
vol. 1, no. 60; KhB; MG; LS no. 72.] 
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Mursider thai ne na re tar bhed buyhe 
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mursider thai ne na re tar bhed bujhe 
e duniyay sinay sinay 

ld bhed nabi biliyeche 1 

sinar bhed sinay sinay 

saphinaro bhed saphinay 

yar ye dike man gelo bhai 

se se bhabe dariyeche | 


kutarki ar kusvabhabi 
tare bhed bale nai nabi 
bheder ghare diye cabi 
Sarar mate bujhiyeche Il 


nek-tan bandara yato 
bhed pele auliya hato 
nadanera sil yacita 
manchur tar sabud ache II 


taphsir hoseni yar nam 

tai dhure pay masanabi kalam 
bhed isaray likha tamam 

lalan bale nai nije |I 
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What message’ 

did the Prophet pass on to this world 
from one heart to another? 

Find out from a murshid. 


The heart’s message is in hearts; 
the Book’s message, in the Book.? 
Whichever way your mind goes 
that’s where you end up. 


The Prophet didn’t tell the message 
to sophists and wicked men‘. 

He locked the message away? 

and taught Shari‘a to them. 


If they had heard® the message, 

all those pious souls, servants of God,’ 
would have been saints, for sure, 

and impaled on the stake by morons,’ 
as happened to Mansur.’ 


Search the commentary called Tafstr Hosni. 
You'll find the gist” of the Mathnawi. 

The whole message is written there in code." 
These words are not Lalan’s own.” 


1. bhed is a free translation of “message.” The term has the sense of both “secret” or “secret 
doctrine” and “doctrine” in general (cf. tattva). 


2. Alt. trans.: “the book’s message in books.” As Bengali sometimes does not distinguish 
singular and plural, either translation is possible. I have taken “Book” to mean the Qur'an, 
but Lalan could also mean religious books in general. 


3. Alt. trans. (literal): “That’s where you stand.” 

4. Alt. trans.: “bad-natured men.” 

5. bheder ghare diye cabi: Alt. trans.: lit. “He locked the room to the message.” 

6. “Received,” according to Khoda Baks’s version. Alt. trans.: “Had they only heard ...” 

7. nekatan bandara yato. 

8. nadanera sil pacita: lit. “Morons would have put them to the stake.” 

9. manchur tar sabud ache: lit. “Mansur is the proof.” Alt. trans.: “As in the case of Mansur.” 
10. kalam: lit. “words.” 

u. isaray: lit. “in hints.” 


12. lélan bale nai nije: lit. “Lalan didn’t say this on his own.” Alt. trans. (free): “This is what 
Lalan was told.” 
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MursSider thai ne na re tar bhed bujhe 


Lalan says that the Prophet imparted two teachings to the world; one is 
found “in the Book” (saphinay), and the other “in the heart” (sindy). The 
former, shari‘a [Bng. sara or Sartyat] “religious law,” is zahir [Bng. jaher] 
“external,” “exoteric,” and “available to all,” while the latter, ma‘rifa [Bng. 
maraphat] “mystic knowledge,” is batin [Bng. batun] “hidden,” “secret,” 
and given only to a few. As Lalan sings in another song (LG no. 263 
[“Dibarete theko sab re bahu sari’]): “The exoteric (za@hir) words are all in 
the Book, but the secret (gupta, a synonym of batun) words I (Muhammad) 
put in the heart.” 

Mansur is Mansi Hallaj [Bng. Manchur Haillaj], the great Persian Sufi 
saint, famous for his dictum and I-haqq “I am the Truth” (i.e., God). He 
was executed in 922 cE, probably on the gallows, for his beliefs. Schimmel 
writes ([1985], 59) that he came to represent “the model for all who are 
punished because they speak openly about the mysteries of love and 
unity.” In praising Hallaj, Lalan follows a long South Asian Muslim poetic 
tradition. As Schimmel notes ({1982], 158): “There is barely a poet in the 
popular tradition of Indo-Pakistan and Anatolia who does not sing again 
and again of this “martyr of love.” See also LG no. 255 [“Ami ki tai janle 
sadhan siddhi hay”): “There was a fakir Mansur Hallaj. He said “I am the 
truth (ami satya).” 

Tafsir, (commentary on the Qur’an), is one of the literary forms Sufi 
mystics used to express their beliefs. The Tafsir Hosni may have been 
a commentary of this type written in “code,” that is, in a cryptic style 
termed ishdrat (pl. of ishéra; Bengali isara), in order to veil the truth, 
which is too dangerous to express openly. Since I have found neither the 
original text nor a description of it, the exact nature of this tafstr must 
remain conjectural. The Mathnaw7 is the masterpiece of the great Persian 
Sufi poet Jalaluddin Rumi. It was written in the second half of the thir- 
teenth century and consists of approximately twenty-six thousand. Rumi 
is widely considered to be “the foremost interpreter of the all-embracing 
Unity of Being” (Schimmel [1982], 83). Maybe it is this message that 
Lalan says is found both in the Tafstr Hosni and the Mathnawi. When 
I asked Khoda Baks to explain what Lalan might mean by “the gist of the 
Mathnawi,” he quoted the following verse in Hindi: Man is not Khoda, 
but he is not different from him (adam kabhi khoda nahi, magar khoda 
juda nahi). 
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The last verse is unusual for its erudition. Perhaps it is to deny any 
pretentions to scholarship that Lalan says that he is not expressing original 
thoughts. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; KhB; LG no. 259; BhS; LSOLG vol. 1, no. 48; LPhKK, 137; LG 
no. 259; LS no. 69.] 
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ToC waa 

wwe me fa CA | 

fran HR PA HAC Aer 
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mere sair ajab lilakhela 
ta keu bujhte pare | 
kalay sone andha dekhe 
ei bhabnagare || 


nyamra se nece beray 
andha janay sab dekhere | 


mara kare taja ahar 
dhare dhare || 


jal nai dekhi sadya 

bhase padma sei pukure | 
e bara rahasya-katha 
balbo kare |l 


khacay kautar nai tar 

urche pakhi nirantare | 

siraj sai kay dekh-re lalan 
dekh najare Il 
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No one can understand 

the strange game of my Lord. 
The deaf hear, the blind see 
in this city of love. 


The lame dance while the blind watch. 
The dead feast on fresh food. 


I just saw a lotus 

floating in a dried-up pond. 
This is a great secret. 

To whom should I tell it? 


The cage is empty, but pigeons 
keep flying out. 

Siraj Sai says, Look, Lalan! 
Look carefully! 


[There are no annotations for this song. Sources for the original Bangla 
version include: Salomon’s manuscript; LG no. 154; LS no. 148.] 
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Ola Sica GATE Il 


yadi gaurcadke pai 
gelo gelo e char kul 
ar tate ksati nai Il 


janmile marite habe 

kul ki karo sange yabe 
miche kebal dudin bhabe 
kuler barai |l 


ki char kuler gaurab kari 
akiler kal gaur hari 
bhabataranger tari 

gaur gosai II 

chilam kuler kulabala 
skandhe nilam acala-jhola 


lalan bale gaur bala 
ar kare dari || 
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If only I could get Gaurcad. 
So I lose this worthless family. 
What do I care? 


You're born, you die. 

Does your family go with you? 
Yet I waste my few days on earth, 
bragging of my pedigree. 

What a worthless family 

I take pride in. 

My Gaur is Hari, 

shore to a shoreless sea, 

the boat to ride the waves 

in the ocean of existence. 


I was a girl from a good family 
till I slipped the beggar’s bag 

on my shoulder. 

Lalan says, I’m Gaur’s girl now. 
Who do I have to fear? 
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Yadi gaurcadke pai 

Gaurcad [also transliterated Gaurcand], “Fair Moon,” is an epithet of 
Caitanya, the sixteenth-century Vaisnava reformer, identified here with 
Hari or Krsna. This song expresses Gaur nagar bhava [Bng. bhab}; Lalan 
regards Gaur as his nagar (lover), and himself as a woman in love with him 
(nagari). See LG no. 443 [“Ajab ran phakiri sada sohagini sai,” 13] on the 
importance of taking the female role. 


[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 326; LSOLG vol. 2, no. 161; LPhKK no. 109 (T’ 50:28); LS 
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MWA WRF Bae a 


Yao he Syam rai kuiye ar eso na 


MWR WARP BAN A 
MA Set AS A I 


aS RCD Get VIFCRT MOT 
A Bigst Freee CUT 
CfSw Wey ABA RATA 
Ol ART COA AAT AT I 


FACS SIS = - Taher 
Ms Aw Hes afer 
LAC ATSTR Bile 
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CCT TATA CoC 
BAA Bie fSwa He 
Aer ACeT GST Stet 
af Gera ari 


yao he syam rai kufije ar eso na 
ele bhalo habe na || 

gach kete jal dhalcho patay 

e caturT Ssikhle kothay 

ucit phal paibe hethay 

ta naile tera paba na || 


karte cao Syam nagarali 
yao yatha sei candrabali 
e pathe pareche kali 

e kali ar yabe nai || 

kele badhu jana gelo 
upar kal bhitar kala 
lalan bale ubhay bhalo 
kari ubhay bandana I 
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Go away, Syam! 
Don't come to Radha’s garden ever again. 
It won't do you any good to return. 


You cut down a tree, 
then water its leaves. 
Where'd you learn such a trick? 
Here you'll get what you deserve, 
or you'll never learn your lesson. 


If debauchery is what you want, 
go to Candravaii. 

This road is stained 

and the stain will never rub off. 


I found out, Kele,! my friend, 
you're as black inside as out. 
Lalan says, You're both good. 
I salute you both.? 3 


1. Kele (< kaliya), another epithet that means “black,” has a pejorative connotation. 
2. “Both” refers to Radha and Krsna. 


3. [Emendations:] I have no manuscript or oral source for this song. There are just two minor 
variants in the song as given in LSOLG and LG: LSOLG has yao he sydm for the opening 
of the refrain, whereas LG omits syam. The last verse begins with kele (see note 2 above) in 
LSOLG and kene in LG. In both cases the variants given in LSOLG make better sense. This 
version has therefore been chosen as the exemplar. 
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Yao he Syam rai kufije ar eso na 

This is another song (see [“O kalar katha kena balo aj amay,” LG no. 368; 
35]) on the theme of Radha’s anger (man) at Krsna’s infidelity, playing on 
the name Krsna, which literally means “black,” and on epithets with the 
same sense (here, Syam [commonly transliterated Shyam] and Kele). “To 
cut down a tree and water its leaves,” a variant of the proverbial saying 
“to cut the root of a tree and then water the top” (gacher gorda kete dgay jal 
dhala,” or, more briefly stated, gora kete agay jal) has the sense of consoling 
a person after causing his or her downfall. 


[Sources for the original Bangla version include: Salomon’s manu- 
script; LSOLG vol. 2, no. 17; LG no. 370; Jha no. 320; LS no. 376.] 
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yare dhyane pay na mahamuni 
ache sei acin manus 
min-rip dhariye pani || 


ajab ranger min bate se 
sat samudra jure ache 
sabar hater kache 

cinte pare kon dhani Il 


karo re samudra nirnay 
kon yoge tar kon dhara bay 
yog cine duble tate 

minke dhara yay apani |I 


yog bujhe min pare dhara 
jante pay se yogi yara 

siraj sai balche khara 

lalan se ghate khay cubani || 
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That unknown person 

whom the great sages never find 
with all their meditation— 

he takes to water 


in the shape of a fish. 


It truly is a strange-colored fish, 
spreads over the seven seas. 

It’s within everyone’s grasp, 

but who is lucky enough 

to spot it?! 


Find out about the sea— 
when each current flows.? 
Dive in at the right time,’ 
and catch the fish automatically. 


The fish is caught 

when the time is right.* 

Those who are yogis know. 

Siraj Sai says, standing straight as can be, 
Lalan is drowning at the quay. 


1. cinte pare kon dhani. 

2. kon yoge [tar] kon dhara bay. 
3. yog cine duble tate. 

4. yog bujhe min pare dhara. 


5. LG has an alternate line: jante palle nadir dhara. The line translated in the text (given in the 
LSOLG version) is contained in LG no. 37 (“Dhyane yare pay na mahamuni’), a song very 
close to this one. 
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Yare dhyane pay na mahamuni 


This song and the next six songs® hint at a persona Lalan calls the acin or 
ajan manus, “unknown person,” whose identity may differ from song to 
song. Even a single song may have more than one possible solution to the 
figure’s identity. 

In the song under discussion, Lalan reveals who the acin manus is 
when he says that the figure has the “shape of a fish.” As mentioned in 
the annotations to “The Lord’s game is terrifying to watch” [“Lile dekhe 
lage bhay,” LG no. 184; 125], the fish symbolizes the active form of the 
Supreme, who becomes manifest in a woman’s body during her men- 
strual period. (Lalan composed several additional songs that mention the 
Supreme in the form of a fish. See, for example, “Min-riipe sai khele” [LG 
no. 138], “Samay bujhe badhal badhle na” [BBOBG no. 52], “Prem-dubaru 
bine ke jane” [BBOBG no. 119], and “Samay gele re o man sadhan habe na” 
[LG no. 450].) It is interesting to note that Eliade (1969, 308n45) interprets 
the fish as a symbol of “revelation,” as the passage of a doctrine from the 
state of oblivion or eclipse to the state of “complete manifestation,” an 
interpretation completely consonant with its use in Baul songs, where it 
represents the manifest form (prakasvariip) of the Supreme. This form of 
the Supreme, known as the sahaj manus, is androgynous and possessed 
only by the female, yet identified with semen. 

Further proof that the acin manus is a form of the Sai is provided by 
another song composed by Lalan: “Dhyane yare pay na mahamuni” [LG 
no. 37], acompanion piece to the one under discussion with an almost iden- 
tical refrain. Instead of acin manus, the refrain has adhar cad “uncatchable 
moon” (LG reads acin cad “unknown moon”), which is another name for 
the Lord: “My uncatchable moon whom the great sages never find with all 
their meditation travels around, taking to the water in the shape of a fish.” 

The “currents” refer to the menstrual flow on each of the three or four 
days a woman is said to menstruate. It is in the blood of the third day 
that the Lord becomes fully manifest and can be “caught” by the sdédhak 
through ritual sex. This is considered the “right time” (og) for sadhana. 

By referring to his guru Siraj Sai as “standing straight as can be” Lalan 
is saying that he is able to remain atal “unwavering,” that is, maintain an 


6. [This refers to the song’s position in a set of seven songs compiled by Salomon that treat 
upon the subject of the acin or ajan manus, “unknown person” (cf. song no. 9). The other 
songs as referenced in the annotations are listed alphabetically by their first lines and can 
also be located using the song list.] 
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erection and prevent ejaculation. In contrast, Lalan pokes fun at himself, 
describing himself as “drowning at the quay,” which means ejaculating 
into his partner’s vagina. The “quay” is the ghat of the triveni [Bng. tribeni], 
the place in the miladhar where the three channels meet, or simply 
the yoni. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 17; LSOLG vol. 1, no. 192; LS no. 471.] 
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ye jan padmahem sarobare yay 
atal amiilya nidhi sei anaydse pay || 


apartp sei nadir pani 
janma tate muktamani 
balbo ki tar gun bakhani 
parase paras hay Il 


palake bhare pare cara 
palake bay taraka dhara 

sei ghat bédhe matsya dhara 
samanya kaj nay I 


bine haoyay mauja khele 
trikhanda hay tripindle 
tahe dube ratna tole 
rasik mahagay I 


guruji kandari yare 

athaye thai dite pare 

lalan bale sadhan jore 
saman eray | 
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He who goes to the golden lotus-river 
easily gets a lasting and priceless treasure.’ 


This river has miraculous water. 

It yields all kinds of jewels and pearls. 
How can I describe its power? 

One touch and you turn to gold.? 


In the wink of an eye 

the river silts up. 

In the wink of an eye 

it rushes on. 

It’s no simple task 

to catch a fish, standing 
where there’s no firm ground.* 


Without wind waves surge. 

At the Triveni three rivers merge.° 

True lovers, those great souls, 

just dive in and come up with jewels. 
Whoever makes his guru 

the helmsman of his boat, 

reaches the shore of this shoreless river. 
Ldalan says, By the strength of his worship 
he escapes the clutches of death.° 


1. Lit. “the golden pond of the lotus.” I have freely translated sarobar as “river” instead of 
“pond,” its literal meaning, so that the refrain is consistent with the rest of the song, which 
describes a river. [Salomon also translated this line “He who goes to the river that has no 
lotus blossoms” according to a variant given in the manuscripts. See the emendations in 
note 6 below.] 


2. parase paras hay. Paras “touch,” often short for paras-pathar “touchstone,” seems to mean 
“gold” in this context. See also T*: 63, no. 119: ye paras parse paras se paras cine le na. 


3. taraka dhara. 
4. sei ghat bédhe matsya dhara samanya kaj nay. 
5. Lit. “the Triveni has three parts.” 


6. [Emendations:] All the manuscripts I examined have ye jan padmahin sarobare yay (“He 
who goes to the pond with no lotuses”). Abdul Karim Shah, however, in his rendition of the 
song, sings padmahem sarobar (lit. “the golden pond of lotuses) for padmahin sarobar. This 
reading is also given in Bhab sangit [Haque 1985], 128, no. 354. All other published editions 
of Lalan’s songs I have seen, however, agree with the reading of the manuscripts. Padmahin 


488 CITY OF MIRRORS 


Ye jan padmahem sarobare yay 


The “golden lotus-river” symbolizes the menstrual flow in the woman’s 
miuladhar-cakra. The jewels found in its waters, in particular the pearls, 
represent “the germinative force of the water in which they were formed” 
(Eliade 1969, 439), or in other words the essence of the Sakti present in 
menstrual blood. When Lalan describes the river as “silting up” one min- 
ute and “rushing on,” he is alluding to the unpredictability of the men- 
strual flux, which can vary even on a single day from light to heavy. On 
“without wind waves surge,” see the notes to “Dil dariyay dube dekho na,” 
LG no. 153 [68]. The “jewel” also symbolizes the active form of the absolute, 
as does the “fish.” It can be caught by the vigilant adept on the third day of 
a woman’s menstrual period at the ghat of the “Triveni,” [Bng. tribeni] the 
confluence of the three naris, ira, pingala, and susumnd, in her miladhar. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T!: 18 no. 31; Mitra, 206; LG no. 48; BBOBG no. 141; T’ no. 128; LS 
no. 163.] 


sarobar is inconsistent with the imagery of Baul songs; the pond or river of the menstrual 
flow in the miladhar-cakra is always described as a flower, and often as a lotus. See for 
example this line of Raman Das’s song, BBOBG no. 530: candra thake gagan pare padma saro- 
bare, “The moon is in the sky, and the lotus, in the pond.” T: In verse 3 read khele for thele, 
and in the last verse read pare for ydaro. In the refrain Mitra misreads amalya for amiilya, and 
in verse 3 bhinnapale for tinnapale. J1 has trnapale. Tinnapale and trnapale seem to be either 
dialectal variants or corruptions of tripindle, another term for the Triveni (see Dimock 1966, 
259). LG: In verse 2 read cara for para. In verse 3 LG has tris pale for tinnapale or trnapale. 


¢ AB OSV TP HOR 





ee CS e006, 
& cs at aM G 
ww Cee Sreare rhe i, P26 es A ik) ®aq9 
Rs ‘ ons Ve Oe) Pree ek TKh #2 og 
FA ord 
E— «, ABM eyes! &e MU 1989 not exont 
S > ORR ora BRE CA Citi ae was " aa 
Ro a ome oa oro arin 
Oye Urge ooh sre aha 
g <5 mas Oe i. Cre weet re ser Nis 
tage | eee Me og ad Sra ag WY 1 a Ing 
ager mont wert ey he 8 hoes 
YS yD sl = sutspvrn Tis Dey S069 
OX | a 1 “ me SS “ey 


f ee > we ae Ser psy 
we ere aN Umer Stor? Kees one aD 
on eee verde 





- Busing 
a thers na \ cho, » Seo ae =6 lo 
a mie EE {oy a ty na 
=. ae BS Se we » = va 
Ra “1s Ape oA Sera GS oo Gas nry STalt 
es “et orm Ze 2 gong! Oe So als Le 
re Sis ie ras 
Gis Ste leglle “ase ae! ae © Sel \5 
eas ci SO | 
Ss Sy. is. — Rae: eee 
yon 2 oot AO a? ae 
ors “ eee sna Os aoe 
4m ee SAD bone 8 Bone, "8 
{ Kp one = See 
oprBace Deval TN SA OAD ASEM 1 Sin, ey a, 


2 eomeyet, AACI F LOs 4 ~ LPhKK aan : 
f &) Soysta Roadma, yen ros mo + FaQe— BRO Gly,5d 
7 ryyse MaKds no sense vn COnfert 9 Gand Sor 
oe ; 
ReeQirs, Q PHN | ‘ ck, wns Ie Oke ie 
Gre Hai COE. — mely 2s eh 
Wyss lw (OE ae : 
) a. ' eat BB 08 & AVIS ae \o cho Cacduot 
< ae Lean Orgars $ BODE Corgis 5 Ute Kye errr 
W. GB? OnmHed wm eQaac- % ts 
a eS LS°LG OW rR bo Bhs SH 
SLR hs tage Sleek £2 08e- Gi SA TR 


Salomon’s MS for “Ye jan padmahem sarobare yay.” 


113 


Al Gal WAC YoU 


Ye jan sadhaker mil-gora 
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ye jan sadhaker mil-gora 
bemurid betalib se to 
phirche saday bed-chara 1l 


gupta nie hay tar srjan 
guptabhabe karche bhraman 
ntrete ntr nabi halo 

sei kathati des jora I 


pirer pir-o dastagir hay 
mursider mursid bala yay 
cinte pare tare yadi pay 
pay se pather gora || 


keu bale se muladharer mil 
mursid bine janbe ke tar ul 
sai lalan bale bhed na jene 
jhakamari tar bed para || 
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The one who's the goal! 
of the devotee— 

he has no disciples; 

no students. 

Excluded from the Vedas, 
he roams eternally. 


He was created from a hidden light? 

and travels undercover.’ 

But the light Muhammaa’s light came from 
is known by people all over. 


He’s the patron of the saint of saints.* 
He’s called the murshid of murshids. 
But only if a man knows 

the ways of the road 

can he recognize him.* 


Some say he’s the root at the base.° 
Without a murshid 

he’s impossible to trace.” 

Lalan says, If you don’t know the mystery, 
reading the Vedas is sheer stupidity. 


[Annotations are missing for this song. Sources for the original Bangla 
version include: Salomon’s manuscript; LG no. 234; LSOLG vol. 2, no. 85; 
LS no. 488.] 


1. mil-gora: lit. “root.” The translation is tentative. 
2. gupta nite. 
3. guptabhabe. 


4. pirer pir[-o] dastagir. It is not clear whether dastagir “patron” is compounded with pir or 
stands separately. It is also possible to translate the sentence as “He’s the saint of saints and 
(your) patron.” 


5. cinte pare tare yadi pay se pather dara [alternatively: gordi). 
6. miladharer mil: The miladhar is the cakra located between the anus and the genitals. 


7. janbe ke tar ul: lit. “Who can know his whereabouts?” Ul: sandhan [“wherabouts’]. 
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ye din dimbabhare bhesechilen sai 
se din ke halo tar sangi 
kahare Sudhai || 
payar rap dharie ese 
dekha dilo dheute bhese 
ki nam tar pai ne kise 
agame isaray bale kahe tai |l 


srsti na karilo yakhan 

ki chilo tar age takhan 

sunte asambhab se bacan 

eker kudarate dujane tarai || 

tare na cinite pari 

adhare kemane dhari 

lalan bale se ye nuri 

khodar chota nabir bara keha kay Il 
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On the day the Lord floated 
in an egg on the waters,’ 
who was his companion? 
Who can I ask? 


When she took the form of a bubble? 
and came floating on the waves, 
what was her name? 

I don't have a clue. 

The scriptures are vague.’ 


Who was there 

before the world was created? 
This story sounds impossible: 

Two came from the creative power 
of the One. 


1. Although it is not explicitly stated, it can be inferred from the myth of the cosmic egg dis- 
cussed in the annotations that the egg floated “on the waters.” 


2. The translation is highly tentative, since the meaning of payd in this song is obscure. 
I have not come across the word elsewhere in Baul poetry, either in a song by Lalan or by 
another Baul poet. The three fakirs I questioned about its meaning each gave a different 
definition. Khoda Baks said it meant a flower; Karim Shah defined it as a bubble (bimba); and 
Jharu Shah, taking the word to be payar as it is given in some notebooks (see note 4 below), 
said it denoted a bird’s feather. S. M. Lutfar Rahman in his unpublished dissertation “Baul 
Sadhana o Lalan Sah” (1977, 295) glosses paydr with siksma, “subtle.” Of these suggestions, 
“bubble” seems to best fit the context, although flower, symbolizing the Sakti, is also pos- 
sible. According to Jharu Shah, bimba is the second of three stages in the development of the 
cosmic egg, the first being abimba, “not from a bubble,” that is, “not womb-born” (probably 
for abimba, as initial a often becomes 4 in nonstandard Bengali; see Lalan’s song “Saday se 
nirafijan tire bhase” [LG no. 225]), and the last being dimba, “the cosmic egg.” This transla- 
tion, however, is only speculative. 


3. game isaray bale kahe tai. Alt. trans.: “The scriptures only give hints.” 
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If I can’t know this power,* 

how do I catch the Uncatchable? 
Lalan says, That light 

ranks below Khoda 

but above the Prophet-— 

so some people say.° 


4. Lit. “If I can’t know it.” The pronoun “it” (tare) may refer either to creative power in the 
preceding verse or to “light” in the bhanita. 


5. Alt. trans.: “That light is inferior to Khoda, but greater than the Prophet”; “That light is 
greater than the Prophet, but not as great as Khoda”; “That light is inferior to Khoda, supe- 
rior to the Prophet.” 


6. Emendations to exemplar: In verse 1 read dharie ese for T (and M) dhari ese (could also 
be segmented dharie se). LPhKK misreads adhare in verse 3 as adhar. Manuscripts: In the 
refrain J and C’ give ke chilo tar sange, whereas T and M have ke halo tar sangi. J] has kahar 
instead of kahdre. In verse 1, J has payd riip, whereas T, M, and C' have payar rip. In either 
case, the word may be paya. In the first instance, payd is in compound with rip, and in the 
second instance it has the genitive ending r. If this analysis is correct, then the phrase means 
the form of payd, and payé cannot be the adjective “auspicious,” but rather must be a noun. 
See note 1 for a discussion of the possible meanings of the word. J and C! also have tahar, 
whereas T and M have tar. In verse 2 M gives ki for ke, as does KhB. Published editions: In 
the refrain LG and LSOLG have bhesechilen. LSOLG has ke chilo tar sange. In verse 1 LG and 
LSOLG have dharie se. LG and LSOLG give pai ne instead of na pai. LSOLG has bala kaoya 
instead of bale kahe. In verse 2 LSOLG has koi for ke and tardi for tarai. In verse 3 LSOLG 
gives adhar for adhare. 
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Ye din dimbabhare bhesechilen sai 


Although this song does not mention the acin manus “unknown person,” 
common imagery connects the unidentified persona it alludes to with this 
enigmatic figure. Of the two identities of the acin manus, the sahaj manus, 
the active from of the Supreme who appears in menstrual blood, and the 
Sakti, the female power, the latter best answers the questions concerning 
the figure’s role in creation that Lalan asks here. 

The egg is the hiranyagarbha, “the golden egg” from which the Creator 
was born. According to the version of the myth told in Manusmrti (17-9), 
the Absolute deposited his seed on the primal waters. The seed became 
a golden egg from which the god Brahma was born. Lalan gives a pos- 
sible answer to the question “On the day the Lord floated alone in an egg 
on the waters, who was his companion (sangi)?” in his song “There’s an 
unknown person in religion and the world” [“Ache din duniyay acin manus 
ekjana,” LG no. 90; 9]: “On the day the Lord, the one and only God, floated 
alone in the void, the unknown person kept him company” (dosar). Here 
the “unknown person” is probably the Sakti, as she was the receptacle 
or womb for the cosmic egg. As the Baul poet Ramjan (Sariph 1973, 66, 
no. 5) sings: “My Lord floated on Mother Sakti’s chest.” In his song “If you 
worship Mother, you'll find out Father’s address” [“Mayere bhajile hay se 
baper thikana,” LG no. 215; 104], Lalan asks a similar question: “Who was 
in the egg? When he came out, whom did he see?” The title line implies 
that it was the Sakti whom the Lord saw. The fakirs I asked all confirmed 
that the Lord’s companion and the one he saw when he came out of the 
egg was Fatima or the Primal Mother. Khoda Baks explained that when 
the egg broke, the Lord cried “mother” three times, an incident often men- 
tioned in Baul songs. For example, Fakir Cad sings: “Why did Khoda call 
out ‘mother’? Was he in her womb? (Fakir Cad in Sariph 1973, 52, no. 33). 

Lalan then asks, “Before he created the world, who was there?” Again 
evidence points to the Sakti. In the words of Fakir Cad: “There was no 
one before Mother.” According to Duddu Shah (Jahangir 1964, no. 63), 
the Sakti was created before the four states when neither bubble nor egg 
existed. In the enigmatic statement “Two came from the creative power of 
the one,” the “creative power” is the Sakti, and “the two” refers to the split- 
ting of one Absolute into Purusa and Prakrti, the primal male and his Sakti. 
Lalan asks, “If I can’t know this power, how do I catch the Uncatchable>” 
The question is a paradox, for only through the Sakti can the uncatchable 
Lord (adhar manus) be caught. The Sakti refers both to women in general, 
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who are considered incarnations of the primal Sakti and in whose bodies 
the adhar manus becomes manifest, and to the Sakti in menstrual blood to 
whom the adhar manus is attracted. 

The phrase “ranks below Khoda but above the Prophet” (khoddar chota 
nabir bara) that characterizes the “light” directly links this song to the acin 
manus cycle. Not only is the identical phrase found in “An unknown per- 
son is behind religion and the world,” where it describes the acin manus, 
but, as explained in the annotations to “An unknown man roams the 
land” [“Ai ek ajan manus phirche dese,” LG no. 233; 34], it also appears 
in the cryptic form “zer on alif, zabar in mim,” which, when decoded, 
expresses the same notion—that the acin manus holds an intermediate 
position between Khoda and the Prophet. Lalan’s disciple Duddu Shah is 
more explicit than his guru about the figure’s identity. In his opinion, “the 
Sririp ranks below Khoda but above the Prophet.” The Srirtp, “venerable 
form,” is the Sakti, as indicated by “Srirtip nadi, “the river of the Srirap,” 
a metaphor for the menstrual flow (see BBOBG, songs no. 326 [“Sririp- 
nadite ebar naite nebo na”) and 441 [“Srirap-naditi ati camatkar”)). 

Since Duddu uses the same words as Lalan, khodar chota nabir bara, it is 
probable that his song was composed in answer to at least one of the songs 
by Lalan containing this phrase. Whether or not it was the song under 
discussion, there can be little doubt that by “light” Lalan is hinting at the 
Sakti who is termed Fatima Zohura (Ar. zahra “luminous”; al-zahra’ is the 
surname of Muhammad’s daughter Fatima) or Zohura’s Light by Muslim 
Bauls. The Sakti is consistent with the answers to the other questions that 
have been discussed. She ranks below Khoda because she is the mani- 
festation of his creative power. Duddu Shah sings (Jahangir 1964, no. 63, 
“Nire nari gupta bari rakhilen tare”): “When the sole Lord was alone in the 
void, by the strength of his infinite power (Sakti), he brought his Sakti out 
of his own power (sakti).” And she is above the Prophet because she was 
God’s first creation, the light from which the Prophet came. As Duddu 
says in the song just quoted: “She is the Primal Sakti, the beloved one, 
from whose body the Prophet was born.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: 46, no. 86 (LPhKK, 224); M no. 254; J no. 409; C4 LG no. 102; 
LSOLG vol. 2, no. 72; KhB.] 
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ye preme syam gaur hayeche 
samanye tar marma jana 
ki sadhya ache I 


na jene ye premer artha 

andaji prem karche kato 

maran phasi nicche se to 
pastabe sese I 


mare matsya na chéy pani 
haoya dhare bay tarani 
teemani jeno prem karani 
rasiker kache || 


gosai anusari yara 

ebe se prem janbe tara 

lalan phakir pagal-para 
se prem lalase Il 
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The love that turned Syam into Gaur— 
can you achieve it 

if you know next to nothing 

of its secret? 


Lots of people love blindly 

without knowing the meaning of love. 
They put death’s noose 

around their own necks. 

They regret it in the end. 


Catching a fish without touching water,’ 
sailing a boat through the air— 

You should know 

the act of love’s like that 

for the true lover. 


Those who follow the guru? 
can know that love. 

Lalan Fakir’s just going crazy? 
with desire for it. 


1. mare matsya na choy pani: lit. “killing a fish.” The usual form of this proverbial saying, 
however, is dhari mach “catching a fish.” 


2. gosdi: a Vaisnava guru. 


3. pagal-para: lit. “as if mad.” 
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Ye preme syam gaur hayeche 


Syam [commonly transliterated Shyam] is another name for the god Krsna 
[Krishna], and like the word krsna means “dark,” “black.” In this song, 
as in LG no. 143 [“Jano re man sei rager karan,” 62], Lalan puns on the 
literal meanings of the names Krsna-Syam and Gaur, black and white, 
dark-skinned and light-skinned. I have used the names Syam and Gaur in 
this translation rather than the colors “black” and “white,” since the word 
“color” (baran) is not given after each name as it is in LG no. 143 [62]. On 
the esoteric meaning of the “love that turned Syam into Gaur,” see notes 
to LG no. 143 [62]. 

To “love blindly” (andaji [or dndaji] prem) means to engage in sex end- 
ing in the ejaculation of semen. Since loss of semen is equated with loss of 
longevity, Lalan says that those who don’t know “the meaning of love,” that 
is, who do not know the practice of seminal retention, “put death’s noose 
around their own necks.” 

“Catching a fish without touching water” is a proverbial saying that 
means doing something the easy way without exerting oneself. In Lalan’s 
songs (the saying is also found in LG no. 30 [“Ye sadhan-jore kete yay 
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karma-phasi”]), however, it has the esoteric meaning of having sex without 
spilling semen. Compare the following lines of a poem by Candidas: “You'll 
bathe in the ocean of scandal, letting your hair hang down, but you won't 
get wet. You won't touch the water. Joy, sorrow, and suffering will all be the 
same for you.” Compare also these lines of Rasaraj’s famous Baul song, 
echoing Candidas’ song: “My braid will stay just as it is. 1 won’t get my hair 
wet. ... I'll get down in the water and splash around, but I won’t get my 
Sailing a boat through the air” signifies 


” 


hair wet, won't get my braid wet. 
the practice of breath control and the reversal of the flow of semen. Cf. 
Lalan’s expression (LG no. 49 [“Dharo cor haoyar ghare phad pete,” 73]) 
“lay[ing] a trap in the house of the wind.” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 191; LSOLG vol. 2, no. 173; KhB; LS no. 558.] 
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I16 
QA AAZANY WC 


Ye riipe sai ache manuse 


QA ARRAY WY 


ye ripe sai ache manuse 


AHS ASIP At BCT raser rasik na hale 

fer ottca la PACA II ki pabe tar dige | 

CAAt SIS CM ATG HALT bedi bhai bed pare saday 

NACHT CATT ATA asle gol-mal badhay 

ae COCO AR rasik bheye dube hrday 

SOF AT AH Il ratan pay rase I 

Olea GCA Stet talar upare tala 

wd fewer STI tahar bhitare kala 

Creat CAR CH Alters Cert dekha dey se diner bela 

(  ) TOR CO II (Suddha) rasete bhese Il 

aC ST ae st la mokame ache nari 

4 SA BlSSI iat e katha akaitab bhari 

ar SICH ta at lalan kay se dvarer dvari 
at het OT il adya mata se || 
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Can you find out 
what shape the Lord takes in man 
if you're not a true lover? 


Pandits keep studying the Vedas. 

But actually, they complicate matters. 
The true lover dives into the heart! 
and finds the jewel in the water of love. 


One floor after another; 
at the top is Kala.? 

He shows up floating 
in the water of love, 

a raft for the poor.? 


A light shines 

in a non-existent place.* 

This story can't be told.° 

Lalan says, The gatekeeper there— 
she’s the mother of the world.° 


1. rasik bheye: lit. “a rasik (true lover) brother; a fellow rasik.” 


2. talar upare tala, tahar bhitare kala: lit. “Floor on top of floor; in it is Kala.” The implication 
is that Kala (Krsna) is on the top floor, i.e., the 14 mokam (see commentary). 


3. See text notes. 
4. la mokam: lit. “no place.” 
5. akaitab: See “Four Colors in a Single Flower” [“Ek phule car ram dhareche,” 30]n1. 


6. ddya mata: lit. “the primal mother.” 


504 CITY OF MIRRORS 
Ye riipe sai ache manuse 

The “jewel” is God, and the “water of love” (ras) is menstrual blood, which 
the Bauls equate with karan-bari, the causal waters of the universe. Just 
as God floated in the primal ocean at the beginning of time, so he mani- 
fests himself in the body in menstrual blood. The “floors” are the mokams, 
“places” or “stages,” on the mystical path to God. In Bengali Islam, they 
are homologized with the Hindu cakra system (Roy, [1983], 175-177 and 
Haq, [1975], 378-383); nasut is identified with the miladhar, malkut with 
the manipur, jabrut with the ajfid-cakra, and lahut with the anahata-cakra. 
A fifth mokam, the “non-existent place” (la mokam) where the “light” sig- 
nifying the Absolute “shines” and equivalent to the sahasrar-cakra, is not 
generally included in the list of mokdms because it represents transcendent 
space. The “gatekeeper” is Fatima, who is considered the primal mother by 
Muslim Bauls. (See notes to LG no. 295 [“Ache adi makka ei manabdehe,” 
7]; also cf. LG no. 147 [“Amar gharer cabi parer hate,” 15].) 

It is interesting to note the synthesis of Hindu and Muslim beliefs in 
this song. On the one hand, Lalan calls God Kala (black), that is, Krsna; 
on the other, he uses the Islamic terms 14 mokam and niri (see also LG 
no. 214 [“Paroge namaj bhed bujhe sujhe’)). 

[Sources for the original Bangla version include: Salomon’s manuscript; 
LPhKK, 162 (T'/62: 115); LSOLG vol. 2, no. 61; LG no. 222; LS no. 488.] 
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II7 
Qufsarac A waa 


Ye abi G gaur premer hate 


Wasa + Waa 
C alone al aca aca 


a TAAIAGC WBC Il 


W WIcaS QT ifs 
a art ofa 
St cat afofe 
Se BC SS AC STH Il 


Dyalifer ateRCeT AC 
WMT TAA BHC 

Race I Fe 

SAB AACS ACA ANH I 


BUCA BA ACR HI BAI 
ale ACTH RT OTTET 
TTS | WaT A WT IZ AC I 


ye yabi aj gaur premer hate 
tora dy na mane haye khati 
dhakkay yeena yas ne cote phate || 


prem sagarer tuphan bhari 
dhakka lage brahmapuri 
karmayoge dharmatari 
karo karo tate beye othe Il 


caturali thakle balo 

prem yajane badhbe phalo 
hariye sese duti kul 
kadakati lagbe pathe ghate I 


age dukh pache sukh hay 

saye baye keu yadi ray 

lalan bale prem paras pay 
samanya mane ki man tai ghate || 


Songs of Lalan Sai 


If you're going today 

to Gaur’s market of love, 
come with a pure mind. 
Dont lose your temper 
when you get shoved. 


A typhoon rages on the ocean of love, 
battering Brahmas city. 

Some men are skillful sailors. 

Plying boats of truth, 

they can survive in those waters. 


Pull any tricks 

and your worship of love goes amiss. 

In the end you lose both shores 

and make people everywhere shed tears.' 


Sorrow at the start, joy at the finish. 
Whoever persists, Lalan says, 

the touchstone of love is his. 

O mind, does a simpleton 

stand a chance ?? 


507 


1. Alt. trans.: “Pull any tricks ... goes awry. In the end ... and make people everywhere cry.” 


2. [Emendations:] In the second verse read pajane for yacnay. In the last verse read prem paras 


for premer paras. Insert man after ki in the final line. 


508 CITY OF MIRRORS 


Ye yabi aj gaur premer hate 


“Gaur’s market of love” (gaur premer hate) is a metaphor for Baul sexual 
sadhana. (For other songs mentioning Gaur, i.e., Caitanya, see [LG no. 167, 
“Gaur prem athai ami jhap diyechi tay,” 57; LG no. 326, “Yadi gaurcidke 
pai,” 110; LG no. 314, “Sune ajana ek manuser katha,” 129; and LG no. 309, 
“Sei kalacad nadey eseche,” 135]). To “get shoved” means to be attacked 
by lust. The “typhoon” symbolizes the menstrual flow, and “Brahma’s 
city” (brahmapuri) is an Upanisadic image for the body (e.g., Chandogya 
Upanisad 8.1.1). The “boat of truth” signifies the body that is no longer 
subject to the control of the ten senses and six enemies. An adept who 
“loses both shores” has renounced worldly life yet has failed at his spiritual 
endeavors. In other songs Lalan uses the Islamic terms “religion” and the 
“world” (din and duniya) to denote the two “shores.” 

In this song Lalan remarks on how difficult it is for the adept to con- 
trol his semen during ritual sexual intercourse at the time of a woman’s 
menstrual period, when the danger of giving way to lust is especially great. 
If the practitioner is able to persevere, however, he will obtain the “touch- 
stone of love”; that is, he will be able to catch the uncatchable Lord. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LSOLG vol. 2, no. 142; LG no. 169,] 
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CAAT ST BA SANTANA 


Yekhane sair baramkhana 


CIA HF Ba AAT Aa 
fat AT DSI ETD 
HATS AT PAR At Il 


Rat wl Ale 

L GAS SAG SF 
Fac Fao ah 
fe ofa la 12 Bart I 


ao AAS 
frareatal CAR ROM 


FY RPT CCAR 
BUST AE CF CAC ATI 


Aaa bet = Fee 
CAB ACS RAT AT TSA 
BP A Bey MAT AeA 
al A ARATAT |I 


yekhane sair baramkhana 
Sunile pran camake othe 
dekhte yeena bhujanganai Il 


ya chtiile prane mari 

e jagate taite tari 

bujhe to bujhte nari 

ki kari tar nai thikanai |l 


atmatattva ye jeneche 
dibyajfiani sei hayeche 
kubrkse suphal peyeche 
amar maner ghor gelo na || 


ye dhaner utpatti pranadhan 
sei dhaner halo na yatan 
akarmer phal pakay lalan 
dekhe Sune jfian halo na | 
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In my Lord’s own court— 
this will surely shock you\— 
there’s something that looks like a snake!? 


What can be deadly to touch, 

in this world is the boat to freedom.? 
I understand, yet I don't. 

What should I do? 

I don't have my Lord’s address.* 


He who has found out 

the truth in the self 

gets divine knowledge. 

He picks good fruit 

from bad trees, 

but the darkness of my mind 
doesn't lift. 


I didn't take care of the treasure 
that’s the source of life.° 

Lélan just ripens the fruit 

of futile actions. He never learns 
from experience. 


1, Alt. trans. (lit.): “You'll be shocked to hear this.” 


2. Alt. trans.: “There’s what looks like a snake”; “There’s what appears to be a snake”; “It 
looks to me like there’s a snake”; “There seems to be a snake”; “There’s a snake, so it seems.” 
Alt. trans. for refrain: “This will surely shock you. In my lord’s own court ...” 


3. Alt. trans.: “is the boat to freedom in this world.” 


4. tar nai thikand. Alt. trans. (free): “I don’t know the way to my Lord”; “I don’t know how to 
reach my Lord”; “I don’t know how to find my Lord.” 


5. ye dhaner utpatti pranadhan. Alt. trans.: “From which life springs.” 


512 CITY OF MIRRORS 
Yekhane sair baramkhana 

The location of the “lord’s court” (baramkhdand) varies according to the 
song and poet. Here it refers to the trivent [Bng. tribeni] in the woman’s 
miladhar-cakra where the adhar or sahaj manus becomes manifest on the 
third day of the saédhika’s menstrual period.° 

The snake represents the kundalinisakti, the female power described 
in tantric texts as a snake lying coiled up in the miladhar-cakra. It also 
symbolizes women in general.’ Baul songs express an ambivalent attitude 
toward women. On the one hand a woman can be “deadly to touch”—that 
is to say, she seduces the sadhak and makes him lose his semen; she is 
“the devouring female, the woman who eats the man during intercourse” 
(O'Flaherty 1980, 53). On the other hand, she is “the boat to freedom.” 
Without her help sadhana is not possible. As Upendranath Bhattacarya 
(BBOBG, 1055) puts it: “Baul sadhana involving women is like playing with 
a poisonous female cobra. At any moment death can occur. But it is also 
the path of worship.” The paradoxical nature of the sex act as leading to 
death if it ends in ejaculation and salvation if the semen is retained is 
expressed over and over again by Baul poets, sometimes, as in this song, 
in strikingly similar language to that used by earlier tantric writers. For 
example, the Tantric Buddhist author Indrabhiti in his work Jfianasiddhi 
(quoted in Eliade 1969, 263) states: “By the same acts that cause some 
men to burn in hell for thousands of years, the yogin gains eternal salva- 
tion.” The “treasure that’s the source of life” is semen. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: 74, no. 139 (LPhKK no. 139); LG no. 58; KhB.] 


6. See, for example, the song by Erphan Ali quoted in BBOBG, 505 which mentions the ajfa- 
cakra as the place where the sahaj manus holds court (manuser baraém-dvidale). 


7. See also Lalan’s song (LG no. 65) “Ye pathe sai cale phere” (“Who asks about the road my 
Lord travels?”). 
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ICS HY BT a PPA 

Yete sadh hay re kasi 
TAGS ANA BI GA BATT yete sadh hay re kasi 
@ tee Tere | karmaphasi badhlo galay | 
BU Oa Potty Yxc ami ar katadin ghurbo 
Aart MAAN I zeman nagar-dolay || 
Rafe halo re eki dasa 
WAT ra Col | sarbanasa maner bholay | 
ya fe a dublo dinge niscay 
Slat aera II bujhi janmanalay || 
feet Ae afer ferat war ett bidhata dey baji kiba man paji 
RCT CAPT CAPT | haye phere phelay | 
athe al Fat TB bao na bujhe bai 
watt = COATT Il tarani krame talay || 
Pelt JM AAT DIC kalur balad yeman dhake 
TAT ACP DCT | nayan pake calay | 


BAe Aer AC | Confel MIC 
Qa BANS I 


adhin lalan palo temani pake 
helay helay || 
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I want to go to Kashi, 
but karma’s noose 

is around my neck. 
How long must I ride 
this merry-go-round?! 


I’m in an awful fix, 

ruined by my deceiving mind. 
My boat’s sure to sink 

in the canal of rebirth.” 


Was I duped by fate, 

or did my depraved mind 

get me in trouble? 

I don’t know which way the wind’s blowing.’ 
My boat is sinking, little by little.* 


Through his own negligence, 
like the oilman’s blindfolded ox, 
poor Lalan circles round and round.° 


1. nagar dola: lit. “Ferris wheel.” 

2. janmanalay: lit. “birth canal.” 

3. bdo na bujhe: lit. “not understanding the winds.” 

4. bai tarani krame taldy: lit. “I’m gradually rowing my boat to the bottom.” 


5. [Emendations:] T and M’ are identical. The bhanita of T is mistranscribed in LPhKK; bale 
is not in the original. Published editions: LG does not divide the song into verses. There 
should be a new verse every two [lines], with the first two lines constituting the refrain. In 
verse 1 LSOLG has gholdy for bholéy, and LG gives janmasalay for janmandaldy. In verse 2 LG 
has bdond for bao né. LSOLG omits haye. Although it occurs in both manuscripts, it makes 
the line hypermetric. In verse 3 LG has take, and LSOLG has tetke for dhake. LSOLG omits 
adhin, which is the better reading in terms of the meter. 


516 CITY OF MIRRORS 


Yete sadh hay re kasi 


According to Baul belief, the means to escape the cycle of death and rebirth 
is to reverse the biological process by making semen flow upward to the 
head. The “boat” that is sure to sink in the canal of “rebirth” signifies 
semen that is in danger of being ejaculated into the vagina. By “not know- 
ing how the wind blows” Lalan means that the sadhak has not mastered the 
practice of breath control that is crucial for arresting semen. The “oilman’s 
blindfolded ox” refers to the ox that is used to grind oilseeds. Blindfolded 
and made to keep going around the oilpress, it symbolizes man caught in 
the karmic cycle. Lalan’s description of the ox is reminiscent of the Sakta 
poet Ramprasad’s famous line: “Mother, how many times will you make 
me go around like the oilman’s blindfolded ox?” (ma amay ghurabe kato 
kalur cokh dhaka balader mato). On the topic of karma, see also “Ifa life of 
sin is foreordained” [“Pap-dharma yadi piirbe lekha yay,” LG no. 386; 83] 
and “Who do I ask this question, today?” [“Kare aj sudhai se katha,” LG 
no. 238; 40]. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: 20, no. 37 (LPhKK, 200); M'152; LG no. ; LSOLG vol. 2. no. 278; 
LS no. 724.] 
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agsacet FN SLE WAIT 


Rammahale sid kate saday 


aaa RIA BIC TAT 
(Gifs) BIT OTC TAA AG 
CATH ICA PAM HCA 

ance frets Tt CAAT I 


fH nae ¢ fata Gary 
aR fay oF wT 

fe 9 wil Contes cara 
RM Beto TES II 


Ue ASCH CAST CHAN 

Old AB ABS Gerla Aces Als WB 
UNSC AAT CAC COA 
Sia Rew face AAG 1 


foie BIher HS feet ACS 
Gl -aret sac Ura 
Ae ACT ACR BICAT 
C wax feof 


rammahale sid kate saday 
(jani) kotha se corer bari 
pele tare kayad kare 

paye ditam man beri |I 


sim darajay caukidar ekjan 
aharnisi ache se cetan 

ki rap tare bhelaki mere 
curi kare kon ghari |I 


ghar beriye solajan sepai 

tar ek ek janar baler stma nai 
tarao corer na pelo tera 

kar hate dibe dari II 


pitrdhan aj sab nilo lute 
nemti-jhara karlo Amare 
lalan bale eko-i kale 
corer halo ki ari |I 
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A thief keeps breaking 

into the hall of colors.’ 

Where does this thief come from? 
If I could catch him, 

I’d imprison him, 

shackling his feet 

with the chains of my heart. 


At the lion-gate 

is a guard, 

vigilant day and night. 
What spell does the thief 
cast over this guard? 

At what hour 

does he break in? 


Sixteen sepoys surround the room, 
men of unlimited powers. 

Even they can’t detect him. 

Whose hands should they bind 
with rope? 


Today the thief stole all my inheritance. 
He even swiped my loincloth. 

Lalan says, What a grudge 

this thief suddenly holds 

against me!? 


1. [In Salomon’s article “Baul Songs” (1995, 202) she translates rammahal (and rarnmahal) as 
“palace.” However, in the annotations to “Ache adi makka ei manab dehe” [7] and “Ke banale 


zeman ranmahal khana” [48] she gives the compound the more literal rendering of “hall of 
colors.” Both translations are possible.] 


2. [Emendations:] The readings of J! and T differ significantly in one respect: In verse 2 J1 
has baler, whereas T has guner. I have translated J1’s variant, which also occurs in Karim 
Shah’s oral rendition. In verse 3 for lute LG has core, as does the version sung by Karim Shah. 


520 CITY OF MIRRORS 


Rammahale sid kate saday 


In this allegorical dehatattva song, the “thief” symbolizes the sahaj manus 
(innate man), the active form of the Supreme who appears in menstrual 
blood and arouses lust; the “watchman” is the mind; and the “sixteen 
guards” are the six enemies of man (lust, greed, pride, infatuation, vanity, 
and envy) and the ten sense organs (i.e., the five organs of perception and 
the five organs of action). The “music room” is the miladhar-cakra, the 
four-petaled lotus located between the sexual organ and the anus, and the 
“inheritance” that the “thief” steals is semen. 

The Bauls believe that the passive form of the Supreme is in semen; 
loss of semen leads to a shortened life span, while control of it can make 
the practitioner immortal. If during ritual intercourse the mind is dis- 
tracted by worldly pleasure and the six enemies are not held in check, 
then the adept will give way to lust and be unable to arrest his semen; the 
“thief” —the sahaj maénus—will rob him of his “inheritance,” or semen. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; J1 no. 205; Tl: 26, no. 47; LG no. 35; KSh; LS no. 424.] 
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aerce fofeict Mita CMT CBA ATA 


Rasulke cinile pare khoda cena yay 


SETS folcet ACA CAT COAT ATT 


HS WIT CHT CASH 
CATA CTS WRT I 


BR Wa a8 WA 

BIR Ole ATT AT ECT 
CH HR SIT WET 
CH NRA AR ANT I 


WICH QUCG AYCATA 
GAGS BI ONS GANG BA 
Blt fee CHR MAC RT I 


Bram ars fees 
Prater FS SI Tey SIS 
fe wafers cet ae I 


Rasulke cinile pare khoda cena yay 
rup bharaye des beriye 
gelen sei dayamay I 


janma yar ei manabe 
chaya tar palo na bhiime 
dekh dekhi tai bartamane 
ke ailo ei madinay || 


mathe ghate rasulere 
meghe raito chaya dhare 
jante hay tao nehaj kare 
jiber ld sei daraja hay Il 


ahamad nam likhite 

mim haraph hay naphi karte 
siraj sai kay lalan tate 
kificita najir dekha yay 1l 
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If you know his Messenger, 

you can get to know Khoda. 

That Merciful One roamed the land 
in disguise.’ 


His Messenger was born a man, 
yet no shadow fell on the ground. 
Look here, in this world,? 

and you'll see who came to Medina. 


The clouds gave him shade 
everywhere he went. 

Pay attention if you want to find out. 
But can a man? have such patience? 


Write the name Ahmad, 

but drop the mim. 

Siraj Sai says, Lalan, 

now you've got some proof.* ° 


1. Lit. “That Merciful One suppressed his (true) form and went roaming around the land.” 
2. dekh dekhi tai bartamane. See note 5 below. 

3. Jib [< Skt. jiva]. 

4. Alt. trans.: “Now you've got a clue.” 


5. [Emendations:] The translation follows the text of T in all but the one instance discussed 
below. There are virtually no variants among the manuscript and published versions cited. 
However, LG hypercorrects dialectal daraja to its standard educated form dhairya, a tendency 
often exhibited by this edition. In contrast, the oral versions of Khoda Baks and Abdul Karim 
Shah contain several variants, one of which significantly affects the meaning: in the refrain 
both oral versions add pare after cinile. In verse 1 instead of dekh dekhi bhai buddimane (i.e., 
buddhimane), “Look, intelligent brothers,” both oral versions have dekh dekhi tai bartamane. 
I have translated this oral variant, since buddhimane is merely a filler word, whereas 
bartamane “in the present,” “while one is alive,” adds a doctrinal dimension to the song that 
is consistent with the theology expressed in other songs by Lalan. See the discussion in the 
annotations. In verse 2, instead of jante hay Karim Shah sings dekh dekhi, which may be a 
dittography from the preceding verse. In the last line of verse 3 instead of dekh re kificit najir 
[or najir] dey Khoda Baks has kificit najir dekhaé yay and Karim Shah has kificit najira dekhdi. 
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Rasulke cinile pare khoda cena yay 


This song, like several others by Lalan (e.g., “Akar ki nirakar sai rabbana” 
[LG no. 280; 5] and “O duti niirer bhed bicar jana ucit bate” [LG no. 240; 
36]), hints at the identity of Allah and the Prophet. Lalan says that God 
“roamed the land in disguise”; that is to say, he hid his true form and 
appeared on earth as Muhammad. The fact that Muhammad cast no 
shadow and “clouds gave him shade everywhere he went” indicates that 
he was no mere mortal. Muslim authors commonly attribute his lack of 
a shadow to his luminosity, to the belief that he is nar al-anwar, “light of 
all lights.” As the thirteenth-century Persian Sufi author Najm al-Din Razi 
comments (Schimmel 1985, 129): “‘He was, from one point of view, the 
sun, and the sun has no shadow,’ just as he was, from another point of view, 
‘the monarch of religion,’ and ‘the monarch is God’s shadow on earth,’ 
and a shadow has no shadow.” Similarly, the Baul singer Abdul Karim 
Shah explains: “It was because of his light. The body of the Messenger was 
like clear glass, and that’s why he had no shadow.” 

When Lalan admonishes his audience to “look here, in this world” 


” 


(bartamdne, “in the present,” “while one is alive”; for a discussion of 
the technical meaning of bartaman and its antonym, anuman, see the 
introduction),° he is also identifying the murshid with the Prophet, 
since the Bauls consider the murshid to be the living representative of 
Muhammad (see also the annotations to “Nabi na cinle kise khodar bhed 
pay” [LG no. 206; 76]). In the words of Pafija Sah ({1890], 36): “The mur- 
shids of this world are Allah’s messenger, the Prophet” (duniyar mursid 
nabi rachulolla). Khoda Baks illustrated this point to me with the follow- 
ing saying: “The form of the Prophet is in that of the murshid. Thus 
the form of Khoda can be discerned in that (i.e., the murshid’s) form” 
(mursid ripe nabir rip hay, khodarip se ripe nirnay). In his song “Pare ke 
yabi nabir naukate ay” [LSOLG vol. 1, no. 26; 84] Lalan himself explic- 
itly states this identity: “The murshid is the Messenger. There’s no mis- 
take about it. He is Khoda himself” (ye mursid sei rasul tahate nai kono 
bhul khoda se hay). Abdul Karim Jili [d. 1406-1417] in his work al-Insanu 
‘-kamil, “The Perfect Man,” discussed and translated in part by R. A. 
Nicholson ([1983], 77-142), equates the murshid with the Prophet but 


6. [This introduction was never completed. However, it is likely that Salomon would have 
referred to Openshaw’s detailed description of the terms anumdan and bartaman (2002, 5, 
113-117)..] 
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stops short of identifying man with God: “I once met him in the form of 
my Shaykh (i.e., murshid) Sharafu’uddin Ismail al-Jabarti, but I did not 
know that he (the Shaykh) was the Prophet, although I know that he (the 
Prophet) was the Shaykh.” 

Lalan’s pun on the similarity in the spelling of Ahmad (a name of 
Muhammad) and Ahad (Ar. ahad “the One”)—that is, that Ahad is simply 
Ahmad with the letter mim (m) (Ar. mim) left out—is based on one of the 
most popular hadithqudsis in the eastern Islamic world (Schimmel 1975, 
224): and ahmad bila mim, “I am Ahmad without the mim.” (See also 
Lalan’s songs “Akar ki nirakar sai rabbana” [LG no. 280; 5] and “Pare bhat 
ar hos ne manuray” [LG no. 215].) Lalan takes this saying as evidence not 
just of the closeness God and the Prophet, as it is generally interpreted, 
but of their identity. Like other Bengali Sufis, he considers the Prophet to 
be an incarnation (avatar) of God (see the annotations to “Aparer kandar 
nabiji amar” [LG no. 269; 4]). In Lalan’s opinion, only the letter mim, 
which Dimock (1987, 378) notes represents the principle of incarnation, 
distinguishes Ahmad from Ahad. In actuality they are just different forms 
of the same being. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T?: 64, no. 18 (LPhKK, 37); KhB; KSh; M! no. 283; LG no. 261; 
LSOLG vol. 1, no. 31); BhS no. 7; LS no. 11.] 


I22 
atie ary afacal WaT 


Rastk nam dhariye mana 


afore ast afer sett 
ANS A Gas wiser 
GM GT AT SIR C 
wrefer ai st = fecal 


CACC | eT CDT AR DIBA 
oifaca afa cine fS 
apis wife 
APIS At DOA Slat 
SNCS REST =H afc I 


aM GAR wat aeafa 
C 6 Bl AU Bw 
KR atc anela 

BS COG Bl caer 

OI CSH OPT Il 


foot Slt¢ FAT AT 
SABI BOR 
whet ACH AAT 
wets Meet let CT 
afer cl 98 ferenfece 1 


rasik nam dhariye mana 
bera-o re jagat matiye 

bhab jano na bhabuk ronga 
bhanli re mati gutiye I 


peyecho jal séca ek cakari 
pariye dhari gere guri 
sécali kata Suru akhiri 
rasik yara catur tara 

ache haoyay phad patiye Il 


naday gur nai re mana khabari 
bho bho kare beray ure 

halo na tor sabari 

tui gere cubani kheli 

tabu uthis kut-kutiye |l 


picas svabhab tor yay na 

o re kathay dhanya kaje sinya 
madan rase magana 

lalan bale svabhab gune 

hali re tui bijatiye I 
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Mind, you go by the name of the true lover 
and roam around, charming the world. 
But you don't know a thing about love.’ 
You wrecked your boat of love,? 

rammed it right into the ground. 


You got a job bailing water. 
Crouched down in a pond,* 
wrapped in a loincloth, 

you'll bail till the bitter end.° 
But those who are truly clever 
lay their traps in the wind. 


There’s no molasses in the pot. 
The pot is shattered.° 

You're so impatient, 

you buzz around like a bee.” 
You fell in the pond 

and nearly drowned, 

but still you came up, 

with your hunger unappeased.8 


1. bhab jano na. 
2. Lit. “lover’s boat” (bhabuk dona). | have tentatively translated the line according to LG’s 
reading dond “boat,” “canoe,” since the reading of the manuscripts ronga is obscure (see note 


6 below). Doria may also mean “a vessel for bailing water.” Alt. trans. (covers both meanings, 
but may be too vague of an image): “vessel of love,” “canoe of love.” 


3. Alt. trans. (translating ronga as “boat”): “rammed the bow right into the ground.” 


4. Pond translates gere, lit. “waterhole.” See also “Madman, you keep diving into the ditch” 
[“Gerei gange re ksepa,” 56]. 


5. “Bitter end”: suru akhari “from beginning to end.” 


6. khabari may mean either “earthen pot,” or “potsherds.” The line is translated according to 
Khoda Baks’s oral rendition of it. The reading of J! and M', khabari phele, “you threw away the 
shards” (see note below), is difficult to explain in terms of the symbolism of the song. Moreover, 
there is a line break between khabari and phele indicated in J' by a comma. If the reading is cor- 
rect, it would be an example of enjambment, which is rare in Lalan’s songs. Khoda Baks’s rendi- 
tion omits phele. (Translation according to J‘ and M”s reading: “So you tossed the shards out.”) 


7. In the Bengali text this line precedes the following one: (phele) bho bho kare berds ure 
[or beray ure], halo na tor sabari. Alt. trans: “You go buzzing around like a bee. Patience was 
never your specialty.” 


8. “With your hunger unappeased” translates kut-kutiye, an onomatopoetic word indicating 
greed or desire (Shahidullah 1965, s.v. kutkutdiya). 
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You'll never change your fiendish ways. 
You're sunk in sensual pleasure. 

You've got a flair for talk, 

but your work comes to naught. 

Lalan says, You're just a bastard by nature.? 


g. [Emendations:] Manuscripts: J' is the exemplar. The version given in M1 is too faint to read 
in places. The first and second verses of J' occur in the reverse order in M! and C! and in LG. 
Since the “wrecked boat” in the second half of the refrain and the “job bailing water” in the 
first verse of M? and C’ are related images, I have chosen to give the verses in the order that 
they occur in these manuscripts. Note that unlike the first half of the refrain, the second half 
is repeated only at the end of the song and not after each verse. Before bhab, M' has tumi, 
which is not in the other manuscripts. It also has an extra pada at the end of the refrain, 
rasik paray gele tomay, ghuksi bale dey nathiye, “When you go to lover’s lane, they kick you 
and call you a whore.” This is another example of enjambment in M’s version of the song 
(see note 6 above). In verse 1, C' has dhara instead of dhari, gere garte instead of gere guri, and 
cetan instead of catur. In verse 2, C! has saddy as the first word of the second line, whereas 
Mt! and J' have phele (see the discussion of the reading in note 6 above). M' has berdo ure, 
and C! ure berao, whereas J' has berds ure. In verse 3 C' has bejate for picas and kathay dekhi 
premer pagal, whereas J' has tor kathay dhanya kdje stinya. M’’s reading appears to be similar 
to Cl’s, but only the first two words of the line o re kathay and the penultimate word premer 
are clear enough in the photocopy to read. C' has dose, whereas J! and M! have gune. LG: In 
the refrain, name precedes rasik, the first word of the line in the manuscripts. Man is given 
for mand, bhaber for bhabuk, and dona for ronga. In verse 1 jariye is given for pariye and mere 
for gere. In verse 2 the third line has been omitted. Khapri (manuscripts: khabri or alternate 
transliteration khabari) should appear as the last word of the first line rather than the first 
word of the second line. The edition has bhanga for phele bho bho kare and ghure beriye for 
berds ure. Halo na should appear at the beginning of the third line rather than at the end of 
the second line, followed by tor sabri [alternately transliterated sabari], which is omitted in 
the edition. Tui gere should open the fourth line. KhB’s oral version conforms to J', but with 
the following variants: In verse 1 (i.e., verse 2 in KhB and J"’s versions) Khoda Baks gives séce 
parli, whereas J' has sécli. In verse 2 (i.e., verse 1 in KhB and J"’s versions) he omits saday at 
the beginning of line 2, and in line 3 he gives garte parli instead of J' gere pare. In verse 3 KhB 
gives dose as in C' instead of J' gune. 
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Rasik nam dhariye mana 


” 


The “boat” (dona, “a small vessel made from a hollowed-out log,” “a 
canoe”) here is a phallic symbol, and the “ground” (mati) signifies the 
vagina. According to Khoda Baks mati is a pun. In addition to “ground,” 
it can also mean “the mother” (ma plus the specifying suffix -ti). 
“Rammed” translates gutiye. The verb gutdno literally means “to butt,” 
“to thrust with the head.” In Kushtia dialect (Shahidullah 1968a) guta 
means “to thrust the penis into the vagina.” “Wrecking the boat of love” 
and “bailing water” (see also “I’ve been bailing water for ages” [“Cirakal 
jal chéce,” LG no. 428; 60] and “So this is the happiness I find here” 
[“E desete ei sukh halo,” LG no. 403; 2'7]) signify the sddhak’s failure at 
seminal retention. 

The broken “pot” is the body preyed upon by the six enemies of man 
and the ten sense organs, and hence unfit for sadhana. Until the sadhak 
gains control over them, he will be unable to keep the “molasses” (semen) 
in the “pot” (the body). It is imperative that he not be “impatient” and 
“buzz around like a bee,” but rather that he proceed slowly and carefully, 
avoiding rapid thrusting of the penis in the vagina so as not to spill his 
seed (see also “You cut your life short by not keeping Amavati” [“Ay harali 
amabati na mene,” LG no. 247; 19]). “Falling into a pond,” like “diving into 
the ditch” (see “Madman, you keep diving into the ditch” [“Gerei gange re 
ksepa,” 56]), symbolizes ejaculating into the vagina. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; J' no. 168; M' no. 103 (and V*; see exemplar below); C! no. 132; LG 
no. 129 (LSOLG vol. 2, no. 320, taken from LG); KhB; LS no. 399,.] 

Exemplar M no. 103 and V2, which are almost identical. In some places 
the writing in M is too faint to read. There are some discrepancies with the 
translation, since I decided to use a different exemplar [J*; see text note 9]. 
I did not see V? when I originally edited the text. I have changed the order 
of the first and second verses (note the opening verse is the refrain) to 
agree with M and V’. In the refrain both M and V’ have an extra line, 
which I will have to add to the translation. Also, for the second line in the 
last verse I translated a slightly different reading (0 re kathay dhanya kaje 
Stinya).” 


10. [This additional exemplar was found accompanying Salomon’s manuscripts for this 
song, and it appears that she had drafted it at a later date than her translation and annota- 
tions above. The exemplar contains an extra line that she had intended to use in revising her 
translation above.] 
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rasik nam dhariye manda berdo re jagat matiye / 
bhab jano na bhabuk ronga bhanli re mati gutiye // 
(rasik paray gele tomay ghuksi bale dey nathiye //) 


peyecho jal séca ek cakri 
pariye dhari gereguri sécli suru akhri / 


rasik jara catur tara ache haoyay phad patiye // 


nadday gur nai re mand khabri 
phele bho bho kare beras ure halo na tor sabri / 
o re gere parli cubni kheli tabu uthis kutkutie // 


picas svabhab tor jay na 
o re kathay kebal premer pagal madan rase magna / 
lalan bale svabhab gune hali tui bejatie // 


ARS ay aie TA INS GTS CAfoca PST] 3 | OR WI GA aT was 
Girt wre aiid efor 3 1 SPORT CIC COTTA EA Ace CHT al 
(ACT 3 | CCRT Get CASI AS DISA, Wg AIG CG-efS capes wai HPA, 
APS GIN DEA OM Ua Seals Ser cifSer 31 Ag ww aE @ TWA 
US, ZA SS AI AUIS CLG AnH Cold HNMR, ets CaCw aIfel Peel 
afel WI CER Sosisrs 3 | fel AAA GI COA GIA AT es ANA Hae] ca 
se MIC Tat AM sett ACH ASIA VTA Slercal WS, ACES 3 1 











Salomon’s MS for “Rasik nam dhariye mana.” 
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ACS AS AT ATCC GAT AIS 


Raser rastk na hale ke go jante pai 


AGHA SHS A ACT CPC GATS NE | 
CHR CTSA C9 STATA CATT II 


WAC ¢ AAR Rana 
OCT BCH SC IT 
Gle WANS I 


y Ua BA 
BAH YA AGTH 
¢ aaee i 


[at CQCw are cal Ged 
Bale CF AKG SICA 
MATT 1] 


OCH A GCA YOR 
Old CH LT VCS AT 
afer Ae ACT 

Bot Wes ST AZ I 


raser rasik na hale ke go jante pai | 
kotha se atal ripe baram dey || 


man-cora cor sei hi nagar 
tale ase tale yay 
upar upar khiije beray 

jib sabai Il 


Sinyabhare Sayya kare 

patal pure sayan dey 

arasik ghure beray 
ghor dhadhay 1 


[mati chere laph diye uthe 

asamane giye hat baray 

amani se pare phaker 
majhkhanay II] 

tale dhare tale khiije 

tabe se dhan hate pay 


phakir lalan bale 
uca maner karya nay Il 
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Can you know 
where the steady man holds court,’ 
if you're not a true lover? 


He’s a thief of hearts, that rake. 
He lies low when he comes, 

lies low when he goes,? 

while people search for him 

up above. 


He makes his bed in the sky, 

and goes to sleep in the underworld. 
False lovers roam around 

in utter confusion. 


[They jump up in the air 
and stretch out their arms 
only to land in a ditch. 


Go down below! 

Search down below! 

That treasure will be in your grasp. 
Fakir Lalan says, No highbrow 
can accomplish this task.° 


[There are no annotations for this song. Sources for the original Bangla 
version include: Salomon’s manuscript; LG no. 229; LS no. 714; KhB.] 


1. atal rip: lit. “steady form.” 


” « 


2. tale ase tale yay: tale means “bottom surface,” “ground,” or “underground” and hence can 
be a synonym of patal, “underworld” (e.g., saptatal pataler tale miil rayeche gopane). It also has 
the sense of “stealthily.” 


3. [Salomon translated this verse, but it is omitted in the KhB oral version (sung by Manaora 
Begum) and some publications. It is unclear whether or not the verse was included in the 
earliest versions of the song.] 


4. Alt. trans.: “Go way down! Search way down!” “Get down on the ground! Search the 
ground!” “Go down underground! Search underground!” 


5. Alt. trans.: “No highbrow is equal to this task.” 
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ASC Rice HACE AceT OH CA ANS 
Rat poyale pakhite bale de re kha 


aS Tear MIC aceT CH A NB 
Sly OWT YT 
fer ofa Cl CPACT UE I 


wis afer or ary 
Se ALA A 
Woy Me 
CHANT C BAAS 
ae ee Aa AIR II 


ory Ht COT 

CATS BIT Wea HOT 
CRIT C HR 

BUA J CNT CCT 
wie et {ABT NB II 


Bua eter FET OHGT 
ARDC A CAS BIST 
8 Ola Agfa fos ANS 
(SIRT) ANT ACT CAD ACT BA 
fear capita i 


rat poyale pakhite bale de re khai 
takhan guru karya mathay thuye 
ki kari re keemane yai |l 

ami bali atmaram 

neo re mukhe krsna-nam 

yate mukti pai 

se name to hay na rata 


khabo khabo rab sadai |! 


zeman pakhi ke pose 

khete cay sagar cuse 

keemane yogai 

amar buddhi gelo sadhyi gelo 
sar halo sudhu petko bai || 


ami lalan 1al para 

pakhite mor sei ara 

o tar saburi kichui nai 

(taito) lalan bale pet bharle hay 
ki 4r guru gosai Il 
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When dawn breaks, 
my bird announces: 
“T’ll eat now.” 

I resolved to follow 
my guru’s orders, 

so what can I do? 
How can I leave? 


I answer: “My soul, 

say Krishna’s name 

and set me free.” 

But he doesn't care for the name. 
He just keeps screeching, 

“I want to eat.” 


Who can raise such a bird? 
He'd like to suck the ocean dry. 
How to satisfy him? 

I’ve lost my senses, 

been sapped of my strength, 
turned into a total glutton. 


I’m Lalan, the drooler.! 

My bird got sick of its perch. 

Lalan says, What’s a guru to you, anyway, 
on a full stomach? 


1. dmi lalan lal para: a pun on Lalan’s name and Idl “saliva.” 
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Rat poyale pakhite bale de re khai 


This is one of a group of songs Lalan composed about the soul bird who 
defies all efforts to tame it (see LG nos. 67 [“Hay ciradin puslam ek acin 
pakhi,” 137], 78 [“Ki ek acin pakhi puslam khacay”], 89 [“Pakhi kakhan jani 
ure yay,” 81], 224 [“Khake gathlo pifijire”], and 299 [“Khacar bhitar acin 
pakhi kaemane se yay”). 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 56; BBOBG no. 164; LSOLG no. 230; LPhKK no. 176; KSh.] 
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Salomon’s MS for “Rat poyale pakhite bale de re khai.” 
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ace CATA STC GR 

Lile dekhe lage bhay 
Aleet CAC AIC SA lile dekhe lage bhay 
C Seats ¢ A naukar upar ganga bojhai 
Ut TAT | dangay baye yay ll 
BUA-RANS ATT OF CT ab-hayat nam ganga se ye 
we TH RG CATA Xt samksepe keu dekhe bujhe 
AACE ACS SIT palake pauri bhase 
ATS PR il palake sukay Il 
PAC WUT Bel phul phote tar gangajale 
Bey ACA Ula Oda ACA phal dhare tar acin dale 
J RET BCT PCT yukta haye phale phule 
IOS PAT PH Il tate katha kay I 
a ¢ Bas Ta 2 att ganga jora ek min ai gange 
CATR Cale ATA FT khelche khela param range 
SMTA AT eT ICT lalan bale jal sukale 
Set Ace AGA I min yabe haoyay | 
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The Lord’s game is terrifying to watch: 
a boat loaded with an entire river 
sails on dry land. 


The river’s name is the Water of Life. 
You can find it in the microcosm. 

In the wink of an eye 

it overflows its banks, 

and in the wink of an eye 

it dries up. 


Flowers bloom in river water. 

Fruits grow on unknown branches.! 
When flower and fruit unite, 

they talk.? 


A fish that fills the whole river 

plays in the water. 

Lalan says: The fish vanishes in the air 
when the river dries up.? 


1. acin dale: lit. “unknown petal.” Branches (ddl) rather than petals, however, seem to be 
meant here. 


2. A literal translation of this verse is as follows: “Flowers bloom in its river waters. Fruits 
grow on its unknown branches. When flower and fruit unite, they talk in it.” The pronoun 
“it” probably refers to the body. 


3. [Emendations:] In verse 1 J1 has pahari, BBOBG has péuri, and LG has pahdar. These are all 
variants of standard Bengali par “river bank.” In all other respects J! and LG agree. This com- 
mon text is taken as the exemplar. The readings of BBOBG differ from the exemplar in sev- 
eral minor respects. Only one variant significantly affects the meaning of the song: in verse 
2 instead of tate katha kay given in J! and LG, BBOBG has the lectio facilior kiba sobha pay. 
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Lile dekhe lage bhay 


This song uses “topsy-turvy” (ulta) surreal imagery to describe the mystery 
of procreation. The “boat loaded with an entire river” symbolizes awoman’s 
body when she is menstruating, and the “water of life” is a technical term 
in Baul songs for the menstrual flow. The “flower” signifies menstrual 
blood, the female agent of procreation, and the “fruit,” semen, the male 
agent of procreation. It is the baby produced from their union that “talks.” 
The “fish” represents the uncatchable man (adhar manus), the active form 
of the Supreme who only becomes manifest during menstruation. 
[Sources for the original Bangla version include: Salomon’s manu- 
script; J1 no. 176; BBOBG no. 106; LG no. 184; H; KhB; LS no. 503.] 
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WAC AGC W 


Sahare sola jan bombate 


RAC AGAC W Sahare sola jan bombate 
Stace aateT Aral feet Olat HA SLE || ~—sar'iye pagal-pard nilo tar sab lute | 


a | a aror faty rajyesvar raja yini 

C Masa aff corer o se Siromani 
aifert ae BTifsy nalis karbo ami 

C Aiea la CE I kon-khane kar nikate || 
Fb Gell felt Far pac jana dhani chilo 
wlal Ae AYA Bl tara sab phatur halo 
Saas © facet kar-bare bhanga dilo 
SAT TAT AWA GOS I kakhan yeena yay uthe Il 
CAC Lol Alert TATA gelo dhan mal namay 
“aifer ea CAPS Grae khali ghar dekhi jamay 
oTlerey Pa Aorta VTS lalan kay khajanar day 
Sy Cll A ACH I kakhan yeena yay late || 
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Sixteen bandits 
are turning the city upside down, 
looting everything in sight. 


The king of kings is their leader.' 
So who can I complain to? 
Where should I go? 


Once there were five rich men; 
they’re all paupers now. 

Their business is in shambles, 
ready to fold up. 


My money is gone 

and all my possessions too.? 

My only asset is an empty house. 
Lalan says, Any day now 

they'll auction it off 

to pay my taxes. 


1. In the original this sentence is not part of the refrain but opens the first verse. 


2. gelo dhan mal(o) namday: lit. “My money is gone. They brought down my possessions too.” 
Lalan’s choice of naéméay seems to be influenced by the underlying symbolic significance of 
the line; ie., the thieves caused the spilling of semen. See the annotations. 


3. [Emendations:] In T verse 1 and 2 are reversed. The order of the verses as given in J! agrees 
with an oral version of the song sung by Kanai Shah and with most published versions. 
LPhKK: In the last verse Mitra misreads dhanmdano for dhan malo [or dhan mal]. LSOLG: In 
the last verse read malo naméay [or mal naémay] for malkhanay. 
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Sahare sola jan bombete 


“The sixteen robbers” are the five organs of perception (ears, skin, eyes, 
nose, and tongue for tasting), the five organs of action (anus, genitals, 
hands, feet, and tongue for speaking), and the six enemies (lust, anger, 
greed, infatuation, pride, and envy). The “king of kings” is the Supreme 
(on the Supreme as thief, see the annotations to “E ki 4samani cor” [LG 
no. 103; 25] and “Rangmahale curi kare”),* and the “five rich men” are con- 
science, wisdom, restraint, renunciation, and devotion. “Money” (dhan) 
and “possessions” (mal) signify semen. The “empty house’ that is about to 
be “auctioned off” stands for the body depleted of its reserve of semen and 
therefore on the point of death. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 20; LPhKK, 223 (I: 75, 40); H; KhB; LS no. 385.] 


4. [It is unclear which song Salomon is referring to here. It may be a variant of “Rammahale 
sid kate saday,” “A thief keeps breaking into the hall of colors, 120, or it may be an addi- 
tional song that was not found in her manuscripts. The song is not found in LG, BBOBG, 
or LSOLG,] 
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Salomon’s MS for “Sahare sola jan bombate.” 
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W AO ais Ce WE 


Suddha prem raser rasik mere sai 


W aca ape CA TB 
slfecet fice fos @ Oca AF II 


CHAN S WA 
Sl WIS RS | 
WBA SAI feos HS afBra 
(Atl) SIC IE II 


at tafe ort 
CHA AWS HR ACG AT | 

cast fafaicwa Soir 
iH TE Il 


cH tt fe RI 
fe ferrari 
fA HA PI THe; 
OR Gree I 


suddha prem raser rasik mere sai 
parile gunile ki re tare pai Il 


roja puja kalle sabe 
apta sukher karya habe | 
sair karan ki sai paribe 
(mane) bhabo tai || 
dhyani jfiani muni jana 
premer khatay sai pare na | 
prem piriter upasana 

bede nii I 


preme pap ki ptinya hay re 
citragupta likhte ni re | 
siraj sai kay lalan tore 

tai janai Il 
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Can I reach my Lord, 
who enjoys pure love,’ 
by reading and meditating? 


Roza and puja 

will make you feel good, 
but do they get the Lord’s 
stamp of approval ?? 
Think about it! 


Yogis, wise men, and sages 
don't sign their names 

in the book of love. 

The worship of love 

isn’t found in any Veda. 


Whether love is a sin or a virtue 
even Citragupta cannot judge. 
Siraj Sai says, Lalan, 

that’s why I’m telling you this. 


1. Alt. trans.: “Can I find my Lord.” 
2. Suddha prem raser rasik: lit. “the Lord who is a connoisseur of pure love.” 


3. sai “signature” seems to be used in the extended sense of “approval.” A more literal trans- 
lation is “but will it be approved as the Lord’s worship?” Alt. trans.: “but will it pass for true 
worship?” 


4. [Emendations:] The manuscripts have identical readings, with the exception of an addi- 
tional word, mane, at the beginning of the last line of verse 1 in M and J. LPhKK contains 
the following misreadings: In the refrain read prem for premer and gunile for sunile. In verse 
1read ki for ni and bhabo for bhabe. Other published editions: In the refrain LG and LSOLG 
give ye re instead of mere. LG has sunile for gunile, and LSOLG reverses the order of parile 
gunile. In verse 1 LG has pani instead of sabe. For apta sukher karya habe it gives sukher karya 
ki habe temani. It also omits the third line of the verse. LSOLG has khaddy instead of karan. 
Both LG and LSOLG add mane as in M and J. To the beginning of verse 2 LG and LSOLG add 
karo. In verse 3 LSOLG has prem, whereas all other versions have preme. 
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Suddha prem raser rasik mere sai 


In this song Lalan explains that the Supreme cannot be grasped intellectu- 
ally, but must be experienced through Baul sadhana based on sexual love. 
External rituals such as the roza (fast) of the Muslims, the paja (worship) 
of the Hindus, or the sacrifices of Vedic religion have no relation to the 
Baul religion of love; they only serve to delude man and hide from him 
the truth that is found in his own body. The followers of the path of ritual- 
ism, be they yogis, sages, or wise men, don’t sign their names in the book 
of love. 

Lalan says that Citragupta, keeper of the records for Yama, the god of 
death, cannot judge “whether love is a sin or a virtue” because by means 
of the rite of sexual union the sadhak transcends good and evil and exists 
in a state of coincidentia oppositorum. Since the adept has been able to 
pass beyond the earthly realm over which Yama rules, he becomes free of 
his power. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: 53, no. 97; M no. 266; J no. 85; LG no. 39; LSOLG vol. 2, no. 48; 
LS no. 760.] 
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NANCY HUTT ACA PATA eT 


Suddha prem-rage saday thakre dmar man 


Wace HATS Alea 
Baa Tt 
CICS ANS BIA fas AT 
Cl Ue GA I 


fTSIRCT THT GATT 

SRY BACT CAAT 

CST AIA Gert Stet 
TARA Ff Il 


BIG HICH HLT 
C ate errwre fot 
coment fe ox 
Old ACA OS A II 


WRIA Yirw Pacey 
WY WES @ YI 
Bt WET CAR AABICT 
wal Bled Ae I 


suddha prem-rage dube thakre 
amar man 

srote gao dhalan dio na 

beye yao ujan Il 


nibhaiye madan jvala 
ohi munde karo ge khela 
ubhay nehar tirdhva tala 
premer ei laksan I 


ekti sper duti phani 
do-mukhe kamaran tini 
premabane bikrame 
tar sane deo ran I 


maharas mudita kamale 

prem srngare neo re khule 

apta saml sei ranakale 
kay phakir lalan | 
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My mind, 

always live in pure love.' 
Dont give way to the current.? 
Row upstream instead. 


Extinguish lust’s flames. 

Play the snake and frog game.? 
Both you and she gaze up 

at the top floor— 

this is the sign of love. 


One snake has two hoods 

and bites with two mouths.* 
Attacking with the arrow of love,’ 
put it down.° 


Make’ love and open 

the lotus filled with nectar? 
that’s shut tight. 

Fakir Lalan says, 
Maintain self-control? 


through that fight. 


=, 


1. Alt. trans.: “dwell.” [At least one oral variant has dube “after diving” for saddy “always.”] 
2. sdte ga dhalan dio na: lit. “Don’t pour your body onto the current.” 
3. Alt. trans.: “Play the game of snake and frog.” 


4. do mukhe kamardle tini: lit. “When it bites with two mouths.” Alt. trans.: “It bites with two 
mouths.” 


5. Alt. trans.: “Attack it with the arrow of love.” 


6. tar sane deo ran: lit. “fight it.” Alt. trans.: “take it on”; “wipe it out”; “battle it out”; “(Attack 
with the arrow of love) and put it down.” 


7. [At least one oral variant gives lao ge for neo re.] 
8. mahdaras: lit. “excellent nectar.” Alt. trans.: “the lotus filled with nectar.” 


g. Alt. trans.: “Don’t lose self-control.” 
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Suddha prem-rage saday thakre amar man 


“Pure love” refers to sexual intercourse without seminal emission; “rowing 
upstream” to the “return” of semen to the sahasrar, the cakra at the top of the 
head; and “giving way to the current” (lit. “pouring your body onto the cur- 
rent”) to seminal discharge. 

The frog and snake represent the male and female, respectively. In 
addition, the snake is a symbol of lust. Lalan says that it is by playing “the 
game of snake and frog’—by engaging in sexual intercourse and by fight- 
ing with the snake of lust itself—that lust can be conquered. As he puts it 
elsewhere: “Lust is the vine to true love” (LG no. 161 [“Kari keman suddha 
sahaj prem sadhan”]). Whereas normally the snake causes the death of the 
frog, that is, lust (woman) causes the man to spill his seed, the aim of Baul 
sadhana is for the snake and frog to come to live together in harmony. When 
the sadhak and sadhika who are engaged in sexual intercourse both remain 
composed (cf. LG no. 127 [“Mukher kathay ki se cad dhara yay”]: “When both 
snake and frog are calm .. .”) and “gaze up at the top floor,” that is, maintain 
concentration, the sdédhaka will be able to defeat lust and retain his semen. 
The “two mouths” of the snake are the mouth and the vagina, and “the arrow 
of love” is the penis. 

The “lotus that’s shut tight” refers to the virgin, and the “nectar” (mahdras: 
lit. “the best nectar”), according to Karim Shah, is the blood of a girl’s first 
few menstrual periods, which is considered to contain the most Sakti. 

[Sources for the original Bangla version include: Salomon’s manuscript; 
V'D no. 154 (not present in M); J no. 94; LG no. 168; KhB; LS no. 172.] 


Exemplar: V2 no. 234 


Suddha prem rage saday thak re amar man / 

sote ga dhalan dio na (rage) beye ya? ujan // 
nibarie” madan jvala, ahimunde kari" ge khela / 
ubhay nehar” irdhva tala, premer ei laksan // 


9. V’b has beye; J has beye yao. 
10. V' has nebharie, and M has nibharie. 
u. V'b has kar. The i in kari is emphatic. 


12. V? has nihar 
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ekta saper duti phani, domukhe kamyan® tini / 
prem bane bikrame" tar sane deo ran // 


mahdras mudita kamale, prem chingare neo re khule/ 
apta samal* sei rankdle, kay phakir lalan // 


13. V'b has kaémrdale [also transliterated kamarale]. 
14. KhB has bikramane 


15. V* has samle. 


129 


Cl OA A TCT FAT 


Sune ajand ek manuser katha 


Cl CITA ARS MICRA PAI 
BC AIM YI AM I 


RTT UT OT AAT 
aa ex a4 
CaCl WS AAT APTS 
Aca A ST Il 


CBT MICAS AIC CA TTT 
HIST PACET ACHR HAT 

aR ATS COCOAC A 
( Tl) QBRA PACT CFR I 


Taf wee fF 
oa fs aa fe 
alert atx OB 
CRC BCS CAR UST I 


sune ajana ek manuser katha 
prabhu gaurcad murale matha || 


hay manus kothay se manus 
bale prabhu halo behiis 
dekhe sab nadiyar manus 
bale na ta I 


kon manuser diye gaur pagal 
pagal karle nadey sakal 
rakhlo na karo jeter bol 
(preme) ekakar karle setha |l 


yar cinte jagat cinte 

tar cinte kar cinte 

lalan bale halo cinte 

ke go ache sei acinata Il 
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When he heard about the unknown man, 
Lord Gaurcad shaved his head.! 


“O, the man! Where is that man?” 
cried the Lord in a fit of delirium. 
He looked over everyone in Nadiya 
and said, “That’s not him.” 


For the love of which man 

did Gaur become mad 

and drive the people of Nadiya mad? 
He didn't listen to any talk of caste. 
He made them all one. 


The man whose thoughts are the world’s thoughts— 
whose thoughts are his thoughts ?? 

Ldlan says, I’ve been thinking. 

Who is that unknown one beyond thought? 


[There are no annotations for this song. Sources for the original Bangla 
version include: Salomon’s manuscript; LG no. 314; LSOLG vol. 2, no. 158; 
LS no. 556.] 


1. Lord Gaur Cad [or Gaurcad]: Sobriquet of the sixteenth-century Vaisnava reformer Caitanya. 
2. Alt. trans.: “The man whose thoughts the world thinks—whose thoughts does he think?” 


3. “Unknown one beyond thought”: translates acinta, which seems to be a pun on the words 
acin “unknown” and acintya “inconceivable.” 


Webley PACT PCA 
Pace ATC ACTS 
Paced aT TAC AA il 


AM WCE AR BNC 
A AAA ACA 
aoncet faafs Rac 
Mell SA ANI SICA I 


CHG Ata PS fSxifa 
Socera CHa HAfa 
Caco WA ST ICA I 


Qld AA Wea St 
COMP Set CACCS CH AT 
Ae ACeT GACT BAI AT 
fafata sors lla fee CPCS I 


w 
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Hepler PAT PA 
Sakali kapale kare 


sakali kapale kare 
kapaler nam gopal-candra 
kapaler nam guye gobare || 


yadi thake ei kapale 
ratna ene dey gopale 
kapale bimati haile 
dirba bane baghe mire Il 


keu raja keu bhikhari 
kapaler pher sabari 
maner phere bujhte nari 
khete mari andhakare || 


yar yeeman maner karuna 
taemani phal peyeche se na 
lalan bale bhable hay na 
bidhir kalam ar ki phere || 
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Everything rests on fate'. 
Fate names one man 
Gopalcandra, 

another Cow Shit or Crap. 


If fate treats you well, 
Gopal brings you jewels. 
When it’s not in your favor, 
even in a meadow 

you can fall prey to a tiger. 


One man’s a king, 

one’s a beggar— 

it’s all in the twists of fate. 

But I can’t understand. 

I’m too thickheaded.? 

So in darkness I strive and suffer. 


As is the kindness of your heart, 
so are the fruits you reap. 
Lalan says, Why worry? 

Does fate ever make revisions? 


1. “Fate” (kapdil) literally means forehead. According to common South Asian belief, a per- 
son's fate is written on his or her forehead soon after birth by Vidhi (Brahma), god of fate. 


2. maner phere bujhte ndri: lit. “Due to the obstacle of my mind, I can’t understand.” 


3. [Emendations:] Manuscripts: In verse 2 T has kapdler pher, whereas J! has kapdler phal. 
In verse 3 T has phal, whereas J! has dhan. Published editions: In verse 2 instead of the 
obscure and probably corrupt reading andakdre given in T and J1, LG and BBOBG have 
andhakare, and LSOLG has anahare. It is clear at least in the case of LG, which is based on 
T, that andhakdre is an emendation made by the editors, although no note to that effect is 
included. The LSOLG reading andahdare also seems to be an attempt to make sense out of 
andakdare. Unfortunately, I do not have an oral text of this song at present to use as compari- 
son. I have translated andhakare, which makes better sense in the context than anahare. In 
verse 3 instead of karund, BBOBG has ghatand, and LSOLG has kamana. Other significant 
variants: LSOLG has the same readings as those given above for J1. 
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Sakali kapale kare 


“Crap” (gu) and “Cow Shit” (gobar) are common nicknames in Bengal 
given to ward off Yama, the god of death (S. Sen 1979, 56). This song 
is based on several Bengali proverbs, each known in a number of vari- 
ants: “Some have the good fate to be called Gopal” (kapaler nam gopal; 
Gopal is a common name of Krsna); “If shit is in your fate, even a crow 
will give it to you” (kapdle thakle gu kakeo ene dey); and “If fate is not in your 
favor, even in a meadow there’s danger of tigers (kapdle yadi manda hay, 
dirbaksete bagher bhay). 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: 14, no. 25; Mitra, 199; J! no. 217; LG no. 418 (based on T), BBOBG 
no. 19; LSOLG vol. 2, no. 259; LS no. 480.] 
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Salomon’s MS for “Sakali kapale kare.” 


IGT 


HBC MS CL] AA 
Sakale vai dhenu laye 

HBT UB CL] AC sakale yai dhenu laye 
LACS SI BMG GIS e banete bhay ache bhai 
i Brae FreaIcy PC I ma amay diyeche kaye I 
BABS Cle AB BAY ajkar khela ei abadhi 
C Uae aqam gocha re bhai dhenu adi 

Ct (ACE atte aH prane béce thak yadi 
Sle alata cae wri I kal abar khelo Asiye I 
fr ff <r alte nitya nitya ban chari 
HBT VASA AG sakale yaitam bari 
BTR SMATCHa CATA CATA aj amader dekhe deri 
MT SCR AAACAT COCR I ma ache pathapane ceye I 
acafgeet aH balechilo ma yasode 
PRS Mey Te AICS kanaike dilam balair hate 
wWety Rel ie bhalo manda hale tate 


aed Pa fe ae IT Il 


lalan kay ki balbo yeye 1I 


Songs of Lalan Sai 


Let’s round up the cows and leave early. 
This forest is full of danger, brother. 
Mother told me so. 


Let’s quit playing for today, brother, 

and gather our cows and things together. 
Tf you're still alive tomorrow, 

you can come again and play." 


We return home early 

from the forest every day. 

So today, when mother sees we’re late, 
she'll watch the road for us. 


Mother Yasoda said 

she was placing Kandi in Balai’s charge. 
If something should go wrong, 

says Lalan, what will I tell her? 


1. Alt. trans.: “If you're still alive, come again tomorrow and play.” 


562 CITY OF MIRRORS 
Sakale yai dhenu laye 


Kanai is the colloquial and familiar form of Krsna, and Balai is the familiar 
form of Balaram, Krsna’s older brother. 

[Salomon’s manuscript is missing for this song. Sources for the origi- 
nal Bangla version include: LG no. 345; Jha no. 250; LS no. 233.] 


2 J 


Let's round up the cows and leave early. 
pan This forest is full of danger, brother. 
Mother told me so. 


Qyr2e, Let's quit playing for today, brother, 
~~ and gather our cows and things together. -~ > Cheep 
If you're still alive tomorrow, 2 & 
you can come again and play.! 


We return home early ga ge ¢ 


from the forest every day. SS ¢ 
So today, when mother sees we're late, Duke A 
she'll watch the road for us. XS 


Mother Yasoda said 

she was placing Kanai in Balai's charge. 
If something should go wrong, 

says Lalan, what will I tell her? 


(LG #345) Sy g 


pry) AROS oe | tien 


laita. trans: If you're still alive, come again tomorrow and play. 


Salomon’s MS for “Sakale yai dhenu laye.” 
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Wd Sle CAC AC DAG 


Sair lila dekhe lage camatkar 


Wa Hert ACA AACA DASA 


yRioe Shee F 
wrenta fer or fate II 


C WARS AASeA 


Yate faca Yate feow 
BRT CA RIS SS I 


AGA AIA RIC AIA 
feat crys ORI 
ast PRCT RII HAA II 


wrath ct aif 
wferaral Peace <a 

Ae ACT ACT CATT 
qiec farc AUNT I 


sair lila dekhe lage camatkar 
surate karilo srsti 

akar ki se nirakar | 

adamere payda kare 

khod surate paraoyar 

surat bine surat kise 

hailo se hathatkar || 


niirer mane hay korane 
ki bastu se nur tahar 
nirakare ki prakare 

ntr cuyaye hay samsar || 
ahamadi ripe hadi 
duniyay diyeche bar 
lalan bale mane dele 

seo to bisam ghor amar || 


Songs of Lalan Sai 565 


It amazes me to see the Lord’s play. 
He gave form to creation, 
but has He a form of His own?! 


Our Protector created man 
in His own image. 

But if He has no form,? 
did man’s image come out 


of the blue? 


The Qur'an explains the meaning of light. 
But what is His light made of ?? 

How could the light of a bodiless God 
ooze to create the world? 


He appeared in the world 

as Ahmad, to guide us. 

Lalan says, My heart and mind 
are in total darkness.* 


1. Alt. trans.: “but does He Himself have a body?”; “but does He have a body or is he bodi- 
less>?”; “but does He have a body or not?”; “but has He a body?” 


2. Alt. trans.: “But if He doesn’t have one”; “But if He has no body.” 
3. ki bastu se niir tahar. 


4. Manuscripts: In the refrain C? has the synonym payda for srsti. In the first verse LPhKK 
misreads murat (mirti) as surat. C? has the variant murdd. The last two verses are missing 
from C?. Published editions: In the first verse LG and BBOBG have surat (BBOBG churat) for 
murat and payda kise instead of surat kise. BBOBG has additional ki preceding hathatkar. In 
the second verse BBOBG has niirbastu se nirakar pramane for ki bastu se niir tahar and omits 
nirakare from the beginning of the second half of the verse. In the last verse instead of hadi 
LG has a@hadi, and BBOBG has chdadi, although in his explication of the song, Bhattacarya 
[BBOBG, 508] gives hadi in parenthesis. For mane dele LG has Sune dekhe. 


566 CITY OF MIRRORS 
Sair lila dekhe lage camatkar 


This is another song concerning the question of whether God is formed or 
formless. Here again, Lalan remarks on the apparent paradox that God is 
believed to be incorporeal, yet according to the hadith, “God created Adam 
in His form” (see also the annotations to “Akar ki nirakar sai rabbana” 
[LG no. 280; 5]). For Lalan, however, there is no contradiction, since, as 
Dimock notes (1987, 3'78), he believes that “God is both formed and form- 
less.” As stated previously, the relation of God’s formed to his formless 
aspect is that of attributes to essence (see the annotations to “O duti ntirer 
bhed bicar jana ucit bate” [LG no. 240; 36]); attributes are in essence, 
essence in attributes. 

Lalan answers his question “What is light made of>” (lit. “What sub- 
stance [or] bastu is light?) in his song “Mursid janay yare marma sei jante 
pay” [LG no. 239; 106], where he calls light a liquid substance (pani bastu). 
Light is equated with the adi bindu, the primal drop from which the world 
was created, and so also with semen. For the answer to the question “How 
could the light of a bodiless God ooze to create the world?” see the annota- 
tions to “O duti nirer bhed bicar jana ucit bate.” 

When Lalan says that God “appeared in the world as Muhammad to 
guide us,” he is saying that God is only knowable in his formed, mani- 
fest aspect as the Prophet Muhammad. Bhattacarya ([BBOBG], 508) com- 
ments, “Consequently God cannot be called formless. The form of man is 
his form.”° 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: 16, no. 29; LPhKK, 133; C*; LG no. 281; BBOBG no. 294; LS 
no. 319.] 


5. [A handwritten note below the typescript reads: “See also LG no. 16, ‘Ke bojhe sair 
llakhela.’ ”] 
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Salomon’s MS for “Sair lila dekhe lage camatkar.” 
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ma fea@urtacr 9 fac 


Sadhya ki re amar se riip cinite 


ma fauna > fefic 
ae meg +b wll 


(Staal) SAT CCT RTCA AG 
CHa cw fer Orifar AAG 
AHR CT CARIES I 


Bf Sa CF UPA GaCTA 

AB ANS Ales Ore 

BSAA ¢ OA 
BIRT MATS I 


SR cA aly 

AAT TCH CAMS AE 

alerl acer ea AB 
C ASR | 


sadhya ki re Amar se rtp cinite 
aharnisi maya-thusi jnan-caksete || 


(gharer) is4n kone hames ghari 
sei nare ki Ami nari 
ami amay hatara pari 
pai ne dekhite || 
ami ar se acin ekjan 
ek jaygate thaki dujan 
phake dekhi laksa yojan 
caile dharite |I 


dhure hadda mene achi 
zkhan base khedai machi 
lalan bale mare baci 

kon kajete I 


Songs of Lalan Sai 569 


Will I ever be able to recognize him? 
Night and day, blinders of delusion 
cover my eyes. 


Someone keeps stirring 

in the northeast corner of my room. 
Am I moving or is he? 

Groping, I search myself. 

I just can't see. 


The two of us, 

this stranger’ and I, 

live in the same place. 

But when I try to catch him, 

he’s a hundred thousand miles away. 


I got tired of searching. 
Now I just sit and shoo flies. 
Lalan says, What’s the trick 
of being dead while alive? 


1. se acin ekjan. 


570 CITY OF MIRRORS 
Sadhya ki re amar se rip cinite 


This is another song about the elusive God in the body. The northeast 
corner of the room is the corner in which the deity is kept in Hindu house- 
holds. In the body, it refers to the heart. “To be dead while alive” means to 
control one’s senses and be dead to phenomenal existence. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 390; BBOBG no. 137; LPhKK, 194; LS no. 185.] 
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Salomon’s MS for “Sadhya ki re amar se rip cinite.” 
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sat fee OT at AICS 


Samanye ki se dhan pabe 


arate OF AT ICT samanye ki se dhan pabe 
Fics als Rca Bat Hifeew Bet | «= diner adhin haye caran sadhite habe | 


waTeey MC Fes aT RC sadhan pathe ki na halo 
areal aes Bifoer badagara badagai charilo 
Paso Pet CCT kulabatir kul gelo 
PleltA COCs Il kalare bhebe Il 
Bo Fo Hel Aha kata kata muni rsi 
qa ya Aaa yug yugantar banabasi 
AC Scat BoA pabo bale kalasasi 
Sir OCH I basiye tape I 
AMR Gell gurupade kato jana 


feetrsy BCR PAT 


RA AM eT 
OT XII C 0S Il 


Day Aca Ie STAT 

Be eels aa eT 

alert CoCwA ATT 
C Bat Coe Il 


binamtlya haye kena 
kare gurur dasyapana 
se dhaner lobhe Il 


caran dhaner yaro 4$a 

anya dhaner nai lalasa 

lalan bherer buddhi nasa 
dobhasa bhebe |! 


Songs of Lalan Sai 573 


Is it easy 

to get that treasure? 

You have worshipped those feet, 
becoming the meekest of the meek. 


What hasn't happened 

on the path of worship? 

Emperors renounced their empires; 
virtuous wives lost their virtue, 
thinking of Kala. 


Throughout the ages 
countless seers and sages 

lived in forests, 

practicing penance, 

hoping to get the Black Moon. 


Following at their gurus’ feet, 

countless men were bought for nothing. 
They served their gurus like slaves 

to gain the treasure they craved. 


He who wants 

the treasure of those feet 

desires no other treasure. 

But Lalan the fool’s lost his senses. 
He keeps thinking in two languages.' 


1. [Emendations:] Mitra misreads the first word of the song, uparede (dialectal for uparodhe), 
as upabede. Both T and LG omit caran, which should precede sadhite in the second line of the 
refrain. Read bhebe or bhabe for bhabe in T and LG. 


574 CITY OF MIRRORS 
Samanye ki se dhan pabe 


In this song Lalan remarks on the difficulty of the path of worship leading 
to God, here called Kala and Black Moon, epithets of Krsna. In order to “get 
that treasure” one must renounce the world, giving up one’s wealth and 
family, and devote oneself completely and unhesitatingly to one’s worship. 
In the song’s bhanita Lalan, in his typical fashion, deprecates himself, tak- 
ing the role of the failed worshiper who is pulled in two directions, toward 
worldly life on the one hand and renunciation on the other. “Thinking in 
two languages” is a metaphor for indecisiveness. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T*: Go, no. no (LPhKK, 183); Mitra, 183; LG no. 32; J/KhB no. 403; 
LSOLG vol. 2, no. 137; KSh (Gopinathpur tape no. 2, side one, last song); 
LS no. 720.] 
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CAR BDA ACA ATHCR 
Sei kalacad nadey eseche 
CAR BIST ACA AACR sei kalacad nadey eseche 
CH at atfercs ft racy war se na bajiye basi phirche saday 
Ol ale PTAC II brajanganar kulanase Il 
am were 6 seta fifets yadi majbi o kalar piriti 
BUC COT Ct A CRIA PAT elf age jeno ge ya uhar keeman riti 


6 a Weatay yaar 


BPM FACIE I 


AMA AAG AH HS AT 
OCF S SNS FA AT AMG AMT 
AAt Acer AO a 

(AAT) Sea BS F CA 


Sat WH feat TABI 

alt Giifer fee eT CAR 

ale acer fS CRT 
A aR FST SI I 


uttar prem kara nay prane mara 
anumane bujhiyeche || 


yadi rajyapad o pade keu dey 
tabe o kalar man na paoya yay 
radha bale baje basi 
(khan) tare kata kadiyeche |l 
o na braje chilo jaladakalo 
na jani li sadhane gaur halo 
lalan bale cihna kebal 

du nayan baka ache Il 


Songs of Lalan Sai 


The Black Moon has come to Nadiya— 
that fellow who used to roam around, 
playing the flute and wrecking the families 
of Braj’s women. 


If you're going to fall head over heels 

in love with Kala, first find out his ways. 

Either he returns your love,' or you lose your life. 
So I have concluded. 


Even if you lay a kingdom at his feet, 
you still might not win Kala’s heart. 
His flute sounds Radha’s name. 

But how he makes her cry now. 


In Braj, he was black as a raincloud. 

I don't know what worship 

turned him into fair Gaur. 

Lalan says, The only sign of his former self? 
are two shifty eyes.? 


1. uttar prem kara. Alt. trans.: “Either you're loved in return”; “Your love is returned.” 


2. “Of his former self” is not in the original text but has been added for the sake of clarity. 


7, ee 


3. du nayan baka ache. Alt. trans.: “are two sly eyes”; “are two furtive eyes.” 


578 CITY OF MIRRORS 


Sei kalacad nadey eseche 


The “Black Moon” refers to Krsna, as does the epithet Kala (Kala, like 
Krsna, means “black,” “dark”). This is another song that remarks on the 
transformation of dark Krsna into fair Caitanya, who is considered the 
dual incarnation of Radha and Krsna and whose sobriquet Gaur means 


” 


“white,” “light-complexioned.” (See the notes to LG no. 143 [“Jano re man 
sei rager karan,” 62].) 

It may seem paradoxical that Lalan speaks of Krsna in his subse- 
quent birth as Gaur and yet says that Krsna still makes Radha cry. In the 
Vaisnava view of time, however, Krsna’s lila is eternal. As Dimock (1966, 
139) explains: “The lila of Radha and Krsna in the earthly Vrndavana is a 
finite form of what goes on eternally in the heavenly Vrndavana. Thus, any 
given moment of the lila, including the moment of union, is a capsule of 
eternity.” Lalan expresses this paradox directly in another song (LG no. 356 
[“Ke bojhe sei krsner apar lile”]): “Who understands Krsna’s incomparable 
lila? He never left Braj for half a second, so who became king of Mathura? 
Krsna never left Radha for half a second. So it says in the Mahabharata. 
Then why did that blessed woman tell the world of the unrelenting pain of 
her separation from him?” 

[Sources for the original Bangla version include: Salomon’s manu- 
script; LG no. 309; J'no. 230; J* no. 146; LSOLG vol. 2, no. 140; LS no. 288.] 
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Rely Al A AIP Coca 


Halam na re rastk bheye 


RANT al CA AIS COCR 
al RET AO CORA 
TAOS ACM AAT CAC Il 


C Sa cle DAR SAT 
facace BITS AT 
Bt A At 
Reet fae Ged ASCH II 


HUT UC aT 
coat fats wife 
Yat YS LA COMfel 
Facer CMTS DIFeBCR I 


BCT Ah CMa 
RH ACT CAS ICY ATT 
wlery Acet GIST WATT 

Bie wala Ga aH ACH I 


halam na re rasik bheye 
na jene raser bheyan 
marte halo garal kheye Il 


gosair lila camatkara 
bisete amrta pora 
asadhyake sadhya kara 
chile bis uthe dhiiye Il 


dugdhe yeeman thake nani 
bheyane bibhinna jani 
sudha amrta bay taemani 
garale achi dhakiye || 


dugdhe jale yadi mesay 
hamsa hale sei beche khay 
lalan bale Ami saday 

amod kari jal had niye I 


Songs of Lalan Sai 581 


I didn't become a good confectioner: 
I didn’t learn to make syrup. 
Now I'll have to drink poison and die. 


The Lord plays a marvelous game: 
Nectar’s full of poison. 

The impossible becomes possible. 
Just a touch and the poison goes. 


As butter is in milk 
until its separated by churning, 
so nectar lies hidden in poison. 


If you're a swan, 
you extract milk from water. 
Lalan says: But I only get pleasure from water. 


[There are neither footnotes nor annotations for this song. Sources for 
the original Bangla version include: Salomon’s manuscript; LG no. 128; 
LS no. 288.] 


t57 


al foatha aay Ges Sida aif 


Hay ciradin puslam ek acin pakhi 


ae father Ret as aida aif 
com fae CAR At BITTE 
2 CAM ACA BUT I 


AiR gfet et ATH AB 
ot Pa CAP AT BIR 

ac frac act 

Bis foater corcer foc Fors 


CI Wa genie I 


ACS ATS fotos AT 
ABH COT AUC AT 
Ber Gora His fas 
ATR Bley CT ACT GOW 
ge frcrysc fe 


BUCS AT ARIA a8 FDS 
Ba Ser aa cA FACT 
C tl hel aS 
Hacet Haney WS PT 

BH CATS BF AAA I 


hay ciradin puslam ek acin pakhi 
bhed paricay dey na amay 
ai khede jhare akhi || 


pakhi buli bale sunte pai 
rap keman dekhi na bhai 
e to bisam ghor dekhi 

ami cinalo pele cine nitam 
yeto maner dhukadhuki || 


puse pakhi cinlam na 

e lajja to yabe na 

aj upay kari ki 

pakhi kakhan yzena yabe ure 
dhulo diye dui cokhi || 


ache nay duyar ei khacate 
yay ase pakhi kon pathe 
cokhe diye re bhella 
darbes siraj sai kay 
ray lalan ray 
phad pete ai pathamukhi || 


Songs of Lalan Sai 583 


What a pity! 

I spent my whole life 

raising an unknown bird. 
Yet I never learned the secret 
of his identity.' 

The anguish of it 


brings tears to my eyes. 


I can hear the bird’s chatter, brother, 
but I can’t see how he looks. 

I see only this thick darkness. 

If I could find someone 

to reveal his identity, 

I'd get to know him. 

Then my heart would stop throbbing. 


But I don’t know my pet bird. 

There’s no end to the shame I feel. 

What am I to do now? Any day 

that bird’s going to throw dust in my eyes 
and fly away. 


The bird’s cage has nine doors. 
Through which one 

does he come and go, 

playing tricks on my eyes? 
Siraj Sai says, Lalan, 

lay a trap in his path 

and stay there.” 


1. bhed paricay dey na amay. 


2. [Emendations:] Mitra misreads dekhe for khede in the refrain. Bay in the last line is an obvi- 
ous error in the manuscript for ray. The LG version omits aj, which should precede upéay in 
the second verse and which is necessary for the meter. 


584 CITY OF MIRRORS 
Hay ciradin puslam ek acin pakhi 


The “unknown bird” (acin pakhi) symbolizing the soul is one of Lalan’s 
most famous images. Though elusive, he is knowable through a guru 
who “reveals the bird’s identity” to the adept and teaches him how to keep 
the bird from flying away. The “nine doors” are the nine openings of the 
body: the eyes, ears, nostrils, mouth, genital organ, anus. In addition to 
the soul, the bird is equated with semen and breath. The “trap” refers 
to the practice of breath control, as Lalan indicates in his song “Dharo 
cor haoya ghare phad pete” (“Lay a trap in the house of wind to catch the 
thief”) [LG no. 49; 73]. By controlling his breath, the adept is able to pre- 
vent the ejaculation of semen, which is vital to his existence, thereby also 
keeping the soul-bird from leaving the body. 

[Sources for the original Bangla version include: Salomon’s manu- 
script; T!: 51, no. 94; LPhKK, 250-251; Mitra, 250-251; LG no. 67; BBOBG 
no. 163.] 
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Salomon’s MS for “Hay ciradin puslam ek acin pakhi.” 


Glossary of Technical Terms 


This glossary is an attempt by the editors to clarify some of the more complex tech- 
nical terms used in the songs of Lalan Fakir (as well as by many other Baul poets), 
but it is far from exhaustive. It is clear from her annotations that Salomon originally 
intended to include such a glossary with City of Mirrors, although this has not been 
found among her manuscripts. Nevertheless, her definitions to many of these terms 
are also found in the annotations to her translated songs. 


acin pakhi: Lit. “unknown bird.” This is a reference to the soul-bird who lives in the 
“cage” of the human body (cf. song no. 81). 

adhar cad: Lit. “uncatchable moon.” The term is sometimes a reference to the ritual- 
ized ingestion of menstrual blood (cf. song no. 72). 

ajan(@) manus / acin manus: Lit. “unknown person,” an identity of the Supreme 
whose precise nature changes from song to song. In some cases the figure has the 
“shape of a fish” (min-rip), where it represents the manifest form (prakasvarip) 
of the Supreme (cf. songs no. 9, 34, 111, and 114). 

Alek manus: Lit. “unseen” or “invisible person.” The term dlek is derived from Skt. 
alaksya. The reference is to the Supreme in his formless aspect, Nirafijan 
(cf. song no. 28). 

aleph (< Ar. alif): The first letter of the Arabic alphabet. The letter dleph in the songs 
of Lalan Fakir, as with other traditions with Sufi roots, stands for Allah. However, 
it is also interpreted by Baul poets as the linga or phallus (cf. songs no. 10, 21, 
and 34). 

amrta: Lit. “nectar of immortality.” While the term certainly still carries its Vedic 
connotations, for the Bauls, drinking this “nectar” is often a code for the oral 
exchange of sexual fluids (see ras and songs no. 93 and 103n14). 

anuman: Lit. “conjecture” or “hearsay.” See bartaman. 

atal: Lit. “steady.” Atal typically describes a man who remains celibate and practices 
sadhana without the aid of awoman. However, Openshaw also notes that atal can 
refer to “intercourse without ejaculation of semen” (cf. song no. 103n13). 

atma/atma(n): Lit. “self.” The term in the Baul context is also equated with brahman 
and semen (cf. song no. 37). 
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atmatattva: Lit. “the truth in the self,” a reference to the knowledge of the identity of 
God and man. The dialectical variant is dptatattva. 

avatar: Lit. “one who descends” or traverses downward to earth. In the songs of Lalan 
Fakir both the Prophet Muhammad and Allah are considered to be avatars, as is 
Caitanya (cf. song no. 4). 

baidik: Lit. “pertaining to the Vedas,” i.e., canonical religion or scripture. 

bairagit: A Vaisnava ascetic who traditionally follows a life of poverty. 

bartaman: Lit. “the present.” Having experiential knowledge in bartaman, “here and 
now,” is considered superior to anuman, “hearsay.” Bauls who privilege bartaman 
are in some contexts called bartaman-panthi (cf. song no. 9). 

bastu: Lit. “substance.” In the songs of Lalan this is often a code word for semen 
and menstrual blood as a primal substance (cf. song no. 132). 

batun (< Ar. batin): Lit. “hidden” or “secret,” an adjective that is often paired with jaher 
(< Ar. zahir), “manifest.” Batun can refer to hidden knowledge, the hidden form 
of the Prophet, or even a “hidden room,” referring to the female sexual organs 
(cf. songs no. 75, 76, and 107). In Bengali batun can alternatively be spelled batin. 
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bhakti: Lit. “devotion” or “worship” (from Skt. root < bhaj, “to share,” “to partake’). 
Lalan, like many other earlier bhakti poets of South Asia, taught that through cer- 
tain kinds of bhakti one can “reach the secret path” that is beyond conventional 
orthodoxy (cf. song no. 18). 

bhanita: Lit. “signature,” i.e., the tagline of a Baul song that contains the author’s 
name and is usually accompanied by a direct quote. 

bhab (< Skt. bhava): Lit. “state of being”; in the songs of Lalan Fakir the term is used 
most often in the emotional sense of one’s abiding attitude or behavior of love. 
Embodying the bhab requires renunciation of jati (caste, religion) and kul (fam- 
ily); it also requires sadhana (cf. song no. 44). 

bhek: A Baul ceremony of “initiation.” Bhek is usually referred to in a Vaisnava con- 
text, while the Sufi equivalent is khilaphat. 

bij: Lit. “seed”; also can refer to semen in its potentiality. 

bindu: Lit. “point,” “drop.” In Baul songs bindu often refers to semen (cf. nukta and 
song no. 55). 

brahman: The “supreme reality” of the Upanisads, which is unborn and therefore 
has no beginning or source. Some songs of Lalan do make reference, however, 
to Krsna as the source of brahman (cf. song no. 20). 

Caitanya: A sixteenth-century Vaisnava reformer who revolutionized bhakti practice 
for the Gaudiya Vaisnavas. The word caitanya in a general sense can also mean 
“consciousness” or “awareness” (cf. song. 44). 

cakra: Yogic “wheels” of energy that are mapped to different centers in the inherent 
form (svariip) of the subtle body. In the songs of Lalan Fakir they also correspond 
to the mokdm (stations) and mafijil (stages) of Sufism (cf. song no. 61). 

cor: Lit. “thief.” In the songs of Lalan Fakir the cor is linked to the sahaj manus and the 
practice of breath control to arrest semen (cf. songs no. 25, 73, 94, 98, and 120). 
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darbes: Lit. “dervish.” An elevated stage of attainment in Sufi and Baul practice that 
refers to one’s mastery of esoteric sadhana. 

dehatattva: Lit. “doctrine of the body.” Dehatattva describes the Baul teachings and 
songs that treat the internal and external mechanics of both the yogic and physi- 
cal bodies (cf. songs no. 12, 68, and 120). 

dharma: Lit. “duty,” “law.” While in modern Bengali the term dharma is often used 
as a translation of the English word “religion,” Lalan seems to always use it to 
describe either moral and immoral behavior (cf. song no. 83). When referring to 
caste or birth group, he instead uses the term jat. 

dor-kauptn: A loincloth that a male Baul fakir receives at his initiation ceremony, 
symbolizing his control over semen. A female fakirdni usually receives a sari 
instead of a loincloth (cf. song no. 47). 

fakir (Bng. phakir): A Baul ascetic who practices sexual sadhana under the guidance 
of a guru or murshid. “Fakir” is the title that Lalan most often applies to himself 
in his songs. 

fana’ (Bng. phana): Lit. “dissolution” or “annihilation.” An advanced state in Baul 
and Sufi practices that refers to the annihilation of the ego. 
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Gaur: Lit. “cream-colored with a red tinge.” Gaur is an epithet of Caitanya 
Mahaprabhu, specifically in reference to him as an avatar of Krsna. 

Gauriya Vaisnava: Followers of the sixteenth-century Bengali reformer Caitanya 
Mahaprabhu who with his disciples (Goswamins) significantly reformed the 
worship of Radha and Krsna’s love into a highly embodied orthodox system of 
bhakti (cf. song no. 67). 

guna: Lit. “strand,” “thread.” The three gunas (often translated as “qualities”) are 
primarily derived from Samkhya philosophy and are considered to be constitu- 
ents of material existence. They are sattva “goodness,” rajas “passion,” and tamas 
“darkness.” In dehatattva terms the three currents signify the menstrual blood of 
the three days a woman is said to menstruate (cf. song no. 55). 

hetu: An action primarily motivated by selfishness (cf. song no. 103). 

jaher (< Ax. zahir): Lit. “manifest.” See batun. In Bengali jaher can alternatively be 
spelled jahir. 

Jap: The practice of reciting mantra or other prayers using either a necklace of beads 
(mala or tasbih) or one’s hands to count the number of repetitions. 

Jat/jati: Lit. “birth” (Le., “birth caste,” “birth group,” or even more abstractly one’s 
religious identity). For Lalan, the state of bhab (love) requires a rejection of attach- 
ment to one’s jat (cf. song no. 44). 

jib (< Skt. jiva): An individual, often conceived of as an embodied soul. 

jiian: Knowledge or gnosis; in the context of Lalan songs jfidn is most often obtained 
through experience or revelation. 

Jyante mara: Lit. “dead while alive.” This phrase refers to the state in which the sadhak 
or sadhika is “dead” to phenomenal existence and no longer has feelings of lust 
(cf. song no. 86). 
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kam: Lit. “desire,” “lust.” In the songs of Lalan Fakir kam is usually contrasted with 
suddha prem (pure love). It also can denote menstrual blood. 

khilaphat: (< Ar. khilafa, “succession”). See bhek. 

kul/Kil: Lit. “family,” “society” / “shore.” The words are homophonous in Bengali 
and are also not distinguished in the nonstandard orthography of the MSS. In 
some contexts the meanings overlap, and both words are appropriate (cf. songs 
no. 44 and 45). 

Kundalini: Lit. “she who is coiled.” In Tantric literature the kundalini is often 
described as a serpentine power (Sakti) coiled at the base of the spine in the 
miulddhara-cakra. In the songs of Lalan Fakir, when semen is ejaculated in the 
ordinary fashion, the kundalini is said to release her poison (bis), but this poison 
exists in a purified form when it dwells at the top of the head in the sahasrar 
(cf. song no. 103). Some Vaisnava Sahajiya texts actually locate the kundalinisakti 
in the navel, but Baul songs refer to the entire region below the navel, including 
the svadhisthan and maladhar, as the place of sexual functions (cf. song no. 12). 
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kitp: Lit. “well,” “pool,” “pond.” The term can also signify the vagina of a woman who 
does not help her partner retain his semen (cf. song no. 33). 

lahut: See mokam. 

lam: The twelfth letter of the Arabic alphabet. In Sufism the letter is commonly inter- 
preted as the angel Gabriel, who revealed the Qur’an to the Prophet Muhammad, 
but in Baul songs it can also signify the female sex organ (cf. songs no. Io, 21, 
and 34). 

Ia: Lit. “game, 
Radha and Krsna (cf. song no. 26) as well as the cosmogonic play of the Lord 
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play.” The lila most commonly refers to the dalliance between 


(cf. song no. 132), but in a sexual sense it also is a reference to the [ila of the 
sahaj manus in the miiladhar-cakra (cf. song no. 73). 

linga: The male sexual organ, both in a physical sense and as a cosmogonic principle. 

maner manus: Lit. “person of the heart.” The maner manus is a common motif in the 
songs of Lalan Fakir, where it simultaneously can refer to a physical lover and 
the divine beloved or cosmogonic principle that the aspirant seeks to unite with 
(cf. songs no. 11 and 105). 

manjil (< Ar. sing. manzil): Lit. “stage(s).” In the songs of Lalan Fakir the majijil 
are four in number: Sartyat (Ar. shari‘a, “Islamic law”), tarikat (Ar. tartgqa, “path’), 
hakikat (Ar. haqiga, “truth”), and maraphat (Ar. ma‘rifa, “gnosis”) (cf. song no. 61). 

manus: A common Bengali word meaning “human” or “person,” which can be either 
singular or plural in number and can refer to any gender. 

maraphat (< Ar. ma‘rifa): Lit. “mystic knowledge.” In contrast to Sartyat, maéraphat 
represents what is batun, the secret doctrines that are not accessible to everyone 
and that lead to a revelation of the divine (cf. songs no. 24 and 107). 

mim (< Ar. mim): The thirteenth letter of the Arabic alphabet. In Sufism the letter 
mim refers to the Prophet Muhammad, but in Baul songs it can also signify the 
fetus or child (cf. songs no. 21 and 34). 
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mokam (< Ar. sing. maqam): Lit. “station(s).” There are four mokams that are the Sufi 
stages on the journey towards union with God: ndsut (Ar. nasit, “human nature”), 
malkut (Ar. malakit, “the heavenly world”), jabrut (Ar. jabarat, “spiritual power’), 
and lahut (Ar. lahat, “divine nature”). Each of the mokams is located in a specific part 
of the body in one of the yogic cakras and corresponds to one of the four majijils. 
Many Baul songs also refer to a fifth mokam, the la mokam where God resides 
(cf. manjil, cakra, and song no. 61). 

murshid (Bng. mursid, < Ar. murshid): A spiritual guide or teacher, in Baul songs 
synonymous with the guru (cf. song no. 107). 

nabi (< Ar. nabi): Lit. “prophet,” usually used in a specific sense to refer to the Prophet 
Muhammad (cf. songs no. 84, 90, and 96). 

nam: Lit. “name.” The songs of Lalan Fakir (like those of many other Bhakti poets) 
make reference to many divine names in the context of devotional practice (cf. 
songs no. 5, 22, 67, 121, 122, and 124), but also are highly critical of mindless 
repetition of names (cf. songs no. 29, 32, and 79). 

namdaj (< Pers. naémaz): The Islamic practice of praying five times a day according to 
the sariyat (cf. songs no. 18, 78, and 84). 

Nirafijan: The active form of the Supreme, who incarnated in the cosmic egg as 
the father of the world (cf. songs no. 104 and 114). The myth of Nirafijan’s birth 
from the cosmic egg, or hiranyagarbha, as it is often called, can be traced back to 
the Rg Veda (10.121), Svetagvara Upanisad (3.4. and 4.12c), Chandogya Upanisad 
(3.19), Satapatha Brahmana (11.16, 1-2), Brahmanda Purana (1.3), and Manusmrti 
(I.7-9), among other Sanskrit texts. 

nirhetu (also nihetu or nibhetu): An action engaged in without selfish motives (see hetu). 

nukta (< Ar. nuqta): Lit. “dot,” “point.” The nukta is a dot placed above or below a 
letter to distinguish it from other letters. According to Karim Shah, nukta is a 
synonym of bindu, “point” which also means semen (cf. song no. 21). 

Nur Muhammad: The pre-existent light or essence of Muhammad, thought to have 
anthropomorphic shape (cf. songs no. 4, 9, 36, 77, and 96). In the Yogakalandar 
Nur Muhammad is located in the two-petaled ajia-cakra between the eyebrows 
(cf. song no. 75). 

pap: Lit. “sin,” “vice.” In the songs of Lalan Fakir the only real sin appears to be 

uncontrolled seminal ejaculation, although even ejaculation is unrestricted in 

certain ritual contexts that involve the consumption or reintegration of sexual 

fluids (cf. songs no. 33 and 103). 


nn 


par: Lit. “stranger,” “other.” The stranger, who in Lalan’s songs is often in posses- 
sion of keys to the rooms of the aspirant’s body, can refer to Sakti or the female 
partner whose help is essential to the male adept’s success in sadhana (cf. song 
no. 15). 

pheresta: An angelic being (cf. song no. 52). 

piya: Ritual worship, usually in a Hindu context. For Lalan, neither the piija of the 


Hindus nor the sacrifices of Vedic religion have any relation to the Baul religion 
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of love; they only serve to delude man and hide from him the truth that is found 
in his own body (cf. song no. 127). 

rag: Lit. “passion,” often used in a spiritual sense of passion out of love for the divine. 
The term can also be a code word for the menstrual flow (cf. song no. 96). 

ras (< Skt. rasa): Lit. “fluid substance.” In the songs of Lalan ras most often refers to 
a “nectar” of love (physical or emotional) although it can also refer to menstrual 
blood (cf. songs no. 19, 33, 62, 93, 103, and 128). The term has a rich history in 
both Sanskrit aesthetics and Vaisnava bhakti traditions as a “savor” that comple- 
ments the different attitudes or bhavas. 

rasik: A connoisseur of ras who is the personification of an expert lover (cf. songs no. 
34, 62, 64, 72, 93, 103, 112, 115, 123, 127, and 136). 


nm 


rati: Lit. “love,” “sexual intercourse.” In Baul songs rati can often be a code word for 
semen (cf. songs no. 13, 44, and 103). 

roja (< Pers. rozd): Lit. “fasting.” As with paja and namaj, Lalan often pokes fun at 
roja and other external rituals (cf. song no. 78). 
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rip: Lit. “form,” “appearance,” “beauty,” most often in a visual sense of how an object 
or person looks. 

sadhak/sadhika: An adept or aspirant who practices esoteric sadhana. Among Baul 
fakirs sédhak is often contracted to sadhu. 


nn & 


sddhana/sadhan: Lit. “exertion,” “striving.” Both terms refer to the ritual practices 
of Baul fakirs, and can even refer to the exertion of learning a new song or 
how to play a new instrument. When in reference to esoteric practice, sadhana 
usually refers to the sexual practices engaged in among Baul adepts (cf. song 
no. 103). 

sadhu-sanga: Lit. “company of adepts.” Like the medieval Bhakti poets of North India, 
Lalan stresses the benefits of sédhu-sanga for the adept’s progress on the path of 


sadhana (cf. song no. 45). 
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sahaj: Lit. “easy,” “natural,” “simple.” The term sahaj can also refer in a metaphysi- 
cal sense to the transcendent state of Sahaja praised by several Tantric schools 
including the Buddhist and Vaisnava Sahajiyds (cf. song no. 88). 

Sahajiya: A scholarly term that most often refers to medieval schools of Vaisnava 
and Buddhist tantric practitioners who celebrated the state of Sahaja in opposi- 
tion to more orthodox religious communities. The Bauls derived many of their 
teachings from these Sahajiya schools as well as from Sufism (cf. songs no. 45 
and 88). 

sahaj manus: Lit. “natural person,” referring to either gender. The sahaj manus is 
a technical term used in Baul esoteric practice. When he or she appears at the 
triveni in the woman's miladhar during menstruation, the Bauls perform their 
sadhand to catch him or her, at which point the sahaj manus is sometimes referred 
to as a thief (cor). At this time he or she is manifest and can be experienced as 


bliss by the Baul adept. At other times, however, the sahaj manus is the atal isvar, 
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the passive form of the Supreme who resides in the sahasrar (cf. songs no.9, 25, 
34, 68, 73, 90, 94, 96, 104, 114, 118, and 120). 

Sai (< Skt. svami): Lit. “lord.” The term refers to the supreme principle in Lalan’s 
songs that is at once without form and formless, and is related to the human 
being in both shape and essence (cf. song no. 5). 

Sakti: Lit. “power.” Sakti when referred to in a proper sense is the supreme feminine 
principle of creation of whom all women are incarnations. The Sakti also refers 
to the sadhika or female aspirant who joins the sadhak or male aspirant in eso- 
teric practice, and as an object can refer to the essence of the Sakti in menstrual 
blood (cf. songs no. 7-10, 15, 30, 36, 41, 61, 68, go, 100, 104, 112, and 114). 
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sampraday: Lit. “tradition,” “sect.” A sampraddy is a social unit that can contain a 
wide variety of practitioners and encompass a range of interactive rituals. 

samsar (< Skt. samsdra): The cycle of worldly existence; in the songs of Lalan the term 
is also simply a word for “the world” or “family life.” 

Sartyat (< Ar. shari‘a): Islamic religious law. The songs of Lalan reject sariyat, com- 
paring it to a “cover” that is dispensable in favor of maraphat. For Lalan, A true 
understanding of sartyat (also spelled Sard) can be gained only through love. 
(cf. songs no. 24, 34, 84, and 107). 

suddha prem: Lit. “pure love.” Suddha prem is a reference to the sexual love experi- 
enced through Baul sadhana (cf. songs no. 127-128). 

sutal: Lit. “correct motion.” A primary aim of Baul sadhana is for the sadhak to become 
sutal, that is, to engage in sexual intercourse with a woman, thereby making his 
semen descend, but usually not allowing it to be ejaculated. However, the term 
sutal can also refer to occasional limited ejaculation, which is only to be practiced 
after the sédhak has mastered coitus reservatus (cf. song no. 103). 
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svariip (< Skt. svariipa): Lit. “essential form,” “true nature,” “one’s own image,” often 
described metaphorically as a house. Through the union of the svariips of male 
and female the sadhak can realize God’s true steady (atal) nature as the eter- 
nally blissful true Self of the Absolute (aima-svariip) (cf. songs no. 10, 48, and 
100-101). 

tattva: Lit. “that-ness.” In the songs of Lalan the term tattva can variably mean “doc- 
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trine,” “principle,” or “truth.” 
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ulta: Lit. “upside-down,” “reverse.” Ulta (also spelled iilto) in Lalan’s songs often 
refers to the hathayogic practice of arresting semen and returning it to the 
sahasrar by means of the middle tube, the susumna. It can also refer to the state 
of the adept whose senses are drawn inward (i.e., jyante-mara), making him blind 
and deaf to the phenomenal world (cf. songs no. 44, 48, 68, 70, and 125). 

Vaisnava Sahajiya: See sahajiya. 

yogt: A practitioner of yoga. In the context of Lalan’s songs the term yogz often refers 
to an adept who has assessed the “right time” or “conjunction” (jog) for ritual 


practice (cf. song no. 111). 
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yoni: The female sexual organ, both ina physical sense and as a cosmogonic principle. 

Zohura (Bng. jahara < Ar. al-zahra): Muhammad’s daughter Fatima, who in the 
songs of Lalan is a cosmic principle synonymous with the Sakti. When the light 
and water were separated by churning at the time of creation, Zohura’s light 
(ie., the light of the Sakti) was produced from the water (cf. songs no. 7, 9, 61, 
go, 114, and 116). 
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Wherever a concept is given principal importance in a song, the relevant 


page numbers are given in bold to distinguish these pages from other 


references. Bibliographic references have generally not been indexed, nor 


have mentions of the terms in the song lists. 


acin manus. See ajan(a) manus 
Adam, 42-43, 46, 243-245, 255-256, 
350, 566 
adhar cd (uncatchable moon), 32-35, 
280-282, 332-335, 484, 587. 
See also ajan(a) manus 
adhar manus (uncatchable person), 65, 
90, 99, 223, 412, 495-496. 
See also sahaj manus 
Advaita (associate of Caitanya), 314 
Ahad (Ar. ahad). See letters, mystic 
symbolism of Perso-Arabic 
Ahladini Sakti, Go—G1, 66 
Ahmad. See letters, mystic symbolism 
of Perso-Arabic 
ajan(a) manus (unknown person), xxv, 
60-73, 180-182, 482-485, 496, 
554-555, 587. See also Sakti 
alek (< Skt. alaksya), 171, 174, 264-266, 
280-281, 352-353 
dlek manus (unseen person), 
148-150, 587 
and the Naths, 150 
alchemy. See touchstone 


aleph (Ar. alif). See letters, mystic 
symbolism of Perso-Arabic 
Allah, xxiv, 7-8, 30, 40-43, 71-72, 76, 
84, 120-123, 126, 158, 182, 190, 21, 
256, 342, 344-347, 354-355, 408, 
422-426, 467, 524, 587-588 
as an avatar, 42, 588 
identity between man and, 42-43, 
194, 380, 580 
identity between the Prophet and, 
358, 380, 408, 425-426, 
522-525 
as Khod§, 6, 42, 44-46, 62-64, 
66-73, 122, 182, 188-190, 212, 
254-255, 304-305, 348-351, 
372, 378-379, 422-424, 470, 
492-496, 522-524 
as the letter alif, 44-45, 120-122, 181-182, 
190-191 (see also letters, mystic 
symbolism of Perso-Arabic) 
and the Sakti, Go—61, 66 
Ali, 59, 63, 63n4, 68, 0, 210-212, 
397-399 
amateur (Bng. sakher) Baul, 178 
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amrta (nectar of immortality), 104-106, 
410-413, 454, 457, 580-581, 587 
amrta pan (“drinking nectar”), 451-452 
Ananda-bhairava, of Premadasa, 227n9 
androgyny, 8, 65-66, 70n27, 86-90, 
236, 256, 294, 484 
angel(s) (Bng. pheresta), 55, 288-291 
‘Azazil (Bng. Ajajil), 254-256, 
340-342 
Azrael, 55, 290-291 
Gabriel, 55-5'7, 122, 21-212, 
290-291, 590 
Israfel, 55, 290-291 
Michael, 55, 290-291 
animal(s), 168-169, 254-255 
anuman (hearsay, inference), 171, 200, 
524, 576, 587-588 
anurdag(i), 140, 152, 457 
apan / par, distinction between, 
370-372 
appearance(s), 30, 170, 227, 334, 426 
aptatattva. See dtman: atmatattva 
atal (steady), 71, 76, 154, 171, 176, 
204-206, 288, 292-295, 322, 
448-457, 467, 484, 486, 532-533, 
587, 593 
dtman (self, soul), 92-94, 126, 178, 194, 
2554, 32.2, 350, 355» 455, 534-535 
dtmasvariip, 438 
atmatattva (also dptatattva), 40-43, 
510-511 
as comparable to jan and rah, 
2.554, 350 
jwatma | paramatmdé, 46, 266, 347 
Attar, Farid ud-Din, 354 
auliya (friends of God), 468 
Avalon, Arthur (Sir John 
Woodroffe), 178 
Azazil. See angel(s) 


baidik (Skt. vaidik, Vedic), 144-146, 
332-334, 448-451 
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bairagya (Skt. vairdgya), 314, 588 
Balaramis, 89 
bartaman (present), 68, 74-76, 
522-524, 587-588 
bartaman-panthi, 68, 171, 223n13, 226, 
232, 233M10, 522-525, 588 
bastu (substance, matter), 30, 65, 
104-106, 132-134, 144-146, 
160-162, 164-166, 171, 350, 
430-432, 464, 564-566, 588 
as composed of both semen and 
menstrual blood, 30, 134 
batun (Ax. batin, hidden), 40-43, 
108-109, 344-347, 350, 588 
Baul, xvii—xix 
bed (Vedas), 68, 92-94, 171, 490-491, 
502-503, 546-548. (See also 
Vedanta and baidik) 
bhab (love, attitude, character), 60-61, 
86-87, 89n8, 136-139, 156-157, 
175-176, 220-223, 273n4, 292, 
300-301, 370-372, 396-397, 
464-466, 472-473, 476, 
526-530, 588 
svabhab (inherent nature), 104, 
200-201, 402 
bhakti (worship, devotion), 3, 61, 
108, 130-131, 174, 176, 226, 446, 
454, 588 
bhang, 385 
Bhattacdrya, Upendranath, xxxiii, 6, 
5407, 55-58, 67n19, 71, 85, 93m1, 
99, 150, 227N9g, 240, 251n6, 45114, 
453, 512, 5654, 566 
bhek (initiation), 86-87, 226, 232, 
234-236, 588 
bij / birya (seed), 41n3, 50, 65, 120-121, 
324-326, 352-353, 362-363, 422, 
457, 588 
bindu (drop, semen), 32-34, 76, 212, 
264-267, 318, 448, 455, 566, 588 


as nukta, 123, 591 
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biparit rati (inverse intercourse), 90, 
2.2.2, 453 
blood, menstrual. See menstruation 
Brahma, 69, 99, 210, 495, 
506-508, 557n1door of 
(Bng. brahmadvar), 99 
brahman, 18, 330, 588 
as Sabdabrahman, 85 
Brahmanda Purana, 460, 591 
Brahmans, 131, 172n12 
Brahmasttras, 93n1 
Braj. See Vraja 
breath, control of, 57-58, 85, 100, 138, 
238-241, 267, 268-270, 336-338, 
500, 516, 584, 588 
Brndaban. See Vrndavana 
Buddhist Tantra, xviii, 194, 212, 
291, 512 


Caitanya, xxiv, 93, 172, 174, 220-223, 
227, 230-233, 274, 294, 306, 
314, 419m1, 476, 508, 555m1, 578, 
588-589 
as Gaur (also Gaurcad), 176-177, 
272-274, 292-295, 296-297, 
382-383, 474-476, 499-500, 
506-508, 554-555, 576-578, 589 


cakra(s) 


ajna, 34, 55-58, 84, 175, 267, 291, 302, 


322, 330, 346, 504, 512nG, 591 


as the location of Nur Muhammad, 


346, 591 
as the manifestation of the sahaj 
manus, 330 
anahat(a), 291, 34.7, 504 
as corresponding to the Sufi mokams 
and majijils, 290-291, 504, 
588, 591 
manipur, 82-85, 240, 291, 504 


miladhar, 28-30, 35, 56, 61n3, 85, 138, 


150, 240, 291, 330, 338, 400, 451, 


454, 488, 490-491, 512, 520, 590 
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as the court of the sahaj manus, 
150, 330 
as the location of kundalinisakti, 
99, 512 
as the triveni, 114, 138, 338, 485, 
488, 512, 592 
as the site of menstrual blood, 35, 
7, 240, 399, 488, 512, 592 
sahasrGr, 30, 34-35, 55-58, 84-85, 138, 
150, 175, 222, 266, 302-303, 318, 
322, 330, 338, 454, 467, 552 
as la mokam, 346, 504 
svadhisthan, 85, 590 
as seven and a half lanes, 400 
as seven stories or floors, 5'7, 467, 
502-504 
visuddha, 299, 240 
caste. See jat(i) 
children, 8, 206, 223, 228, 235n5, 236, 
408-409, 451 
Christians, 172, 176 
coconut bowl (Bng. mala), 284-287, 
312-314, 
conception (in the womb), 68n21, 202, 
236, 355, 397-399) 453 
cooking, 262-263 


dakini (also daknit, witch), 284-287, 
436-438 
death, 30, 38, 42, 85, 102-103, 164-166, 
168-170, 172-176, 201, 221n4, 
223, 226, 233n10, 234-236, 289, 
326, 383, 426, 445-446, 449n4, 
486-489, 548 
and the barzakh, 467 
“dead while alive” (jyante-mara), 206, 
234-236, 384-386, 589 
as ejaculation of semen, 112-114, 171, 
177-178, 233n10, 234-236, 270, 
418-420, 436-438, 440-442, 
445-446, 498-500, 510-512, 
514-516, 542-544, 550-553, 558 
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death, (cont.) 
of Lalan, 4 
of Muhammad, 425 
and rebirth, 67-69, 420, 514-516 
as Yama, 235, 441, 546-548 
Delhi, 93, 243 
dervish (Bng. darbes), xix, 17315, 
227, 589 
Dhaka, 93, 243 
dhan. See treasure 
dharma, 230-231 
dharmadharma (piety and sin), 48-51, 
168-172, 382-383 
pap-dharma (life of sin), 374-376 
diving, 32-33, 35, 85, 156-157, 268-270, 
316-318, 332-333, 410-413, 440-442, 
482-483, 486-488, 502-504 
Duddu Shah, 46, 55, 57-58, 66-67, 
69-70, 72, 126, 174, 210, 227, 
239n2, 266, 302, 346-347, 408, 
452, 461, 495-496 


egg (cosmic), 42, 68n21, 69-73, 208-212, 
290, 458-461, 492-496, 591 

Eliade, Mircea, 138, 170, 424n5, 484, 488 

equality (social and gender), 172m12, 226 

esoteric practice. See sadhana 

ethics. See dharma 

Eve (Haoya), 126, 190-191 


fakir, path of, xvii—xxii, 28-29, 86-90, 
150, 227, 384-385, 436-437, 589 
“fake” fakirs, 223, 284-287, 388-389 
Lalan-panthi fakirs, 3-5, 10-1, 0, 
2.23N13, 227, 236 
Pafija-panthi fakirs, 453 
scarcity of lineages, xxi 
Fakir Cad, 212, 495 
family life (Bng. samsar), xvii, 100, 
140-142, 220-233, 236, 313, 
394-395, 474-476, 572-574, 
588, 593 


Index 


fan@ (Bng. phana, annihilation), 158, 
170, 17315, 372, 589 
Fatima, 59, 65, 67-73, 88, 154, 211-212, 
397-399, 461, 495-496, 504, 594 
as one of the Five Holy People, 
210-211 
feces, 164 
flower (Bng. phul), 538-540 
as symbolic of menstrual blood, 158, 
318, 326, 354, 487n6, 540 
fluids (sexual). See semen; 
menstruation 
four moons (Bng. cari candra), 55, 
158, 326 
friend, 63n9, 140-142, 165, 185, 392, 
493, 435, 479 
four friends (car iyar), 108-110 
Muhammad as a, 304-306 
fruit (Bng. phal), 129, 161n4, 326, 
510-511, 556 
of death, 445 
and flower (semen and menstrual 
blood), 324-236, 355, 538-540 
of immortality, 106 
as linked to seed and tree, 41-43, 


344-347, 
moon fruit, 280-282, 326 


Gabriel. See angel(s) 

Ganges (Ganga), 83n8, 128-131, 169n5, 
173N15, 232, 269n2 538-540 

Gaur. See Caitanya 

Gauriya Vaisnava, 170, 173N15, 294, 314 

gender, xx—xxiv 

Gokul, 116-118, 140-143, 

Gopal (Baul poet), 126, 

gopis (Bng. gop7), 18, 172, 176, 222, 
292-295 

gosdi, 499n2 

gunas. See triguna 

guru, xxiv, 4n6, 68, 871, 931, 12-113, 
168-169, 177-178, 218, 224-225, 
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227N10, 233, 264-265, 286n12, 
302, 314, 324-325, 358, 486-487, 
496, 498-499, 534-535, 589, 591 
essence of, 106, 424n5 
gender of, 8 
of Lalan (Siraj Sai), xix, 233n9, 484 
as sadhika, 48-51, 67m18, 68-69, 175 
sayings of (Bng. guru—bani), 89 
as teacher of songs and sadhana, 3-5, 
171, 236, 322, 362-363, 419-420, 
440-441, 582-584 
types of, 68-G9 
as “unknown person”, 68-70 
wife of, 236 


Haji Muhammad, 42 

Hallaj, Mansi, 194, 468-470 

hakikat. See maiiyil 

hakiki (or haqiq?, true nature), 7-1 

Hari. See Krsna 

Harinath Majumdar, 178 

hathayoga, 222. See also ulta 

hermaphrodites, 89 

heterodoxy, xvii, 121n2, 380, 588, 592 

hetu / nirhetu, 172-177, 222, 448-450, 
454-457, 589, 591 

hijra. See hermaphrodites 

Hiranyagarbha. See egg (cosmic) 

householder life. See family life 


Ibn Arabi, 191 

identity (social). See jat(i) 

Indrabhiti, 512 

initiation (Bng. diksa). See bhek 

ira. See nari 

isvar (the Supreme), 176, 444-446, 
448-457, 467. See also atal 


jabrut. See mokam 

Jahed, Sekh, 454 

Jjaher (Ax. zahir, manifest), 40-43, 
108-109, 350-351, 588-589 


Jap (name-recitation), 78-80, 152-153, 
164-166, 444-445 
jan. See dtman 
Jjat(i) (caste, birth-group, religion), 222, 
312-314, 588-589 
jewel(s) (Bng. mani, also ratan, ratna), 
36-38, 55, 71-72, 82-84, 96-97, 
99-100, 144-146, 164-165, 
192-193, 258-260, 438, 486-488, 
502-504, 558 
Jha, Saktinath (also Sakti Nath), 14, 453 
Jjtb (sentient being), 46, 16-117, 233n10, 
288-289, 374-376, 396-398, 
444-445, 448-450, 455, 522-523, 
532-533, 589 
jimson weed (datura stramonium), 385 
Jivatma | paramatma. See adtman 
jiian (knowledge, common sense), 
44-45, 12-113, 172n11, 178, 196-197, 
280-281, 304-305, 430-433, 589 
dibya-jnan, 402-403, 510-511, 
jiian-caksu (eyes of knowledge), 
60-61, 164-165, 568-569 
Jriant (wise one), 546, 
Jrianasiddhi, 512 
Johura (Fatima). See Sakti 


Kabir, 3, 130, 270, 298, 326, 364, 399 
kam (lust, desire), 138, 176, 196-198, 
222, 272-274, 402-403, 420, 
454-455» 590 
harnessing of, 438 
as menstrual blood, 412 
niskam (without desire), 74-76, 
294, 455 
Karim Shah, Abdul, xxxiv, 41n2-3, 54n7, 
64n12, 66, 68, 87n3, 89, 93n3, 
101NU1, 123, 189n3, 190-191, 206, 
239N2, 334, 350-351, 354, 42.4N7, 
454, 487nG, 493n2, 519n2, 523n5, 
524,552, 591 
Kartabhaja, 89 
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kaya (body), 6-9, 352-353, 406-407 
khilaphat. See bhek 
Khoda. See Allah 
Khoda Baks, xxxiv, 38, 45n4, 49n8, 
50, 54n7, 66, 70, 84, 89, 110, 122, 
126, 131, 138, 161n5, 1654, 177, 
186, 189n3, 202, 205n2, 209n2, 
210, 239, 256, 265, 269-270, 
278, 285, 294, 3374, 338, 35303, 
358, 375-376, 399, 40703, 424n7, 
431n3, 442, 461, 466n10, 469n6, 
479, 493N2, 495, 52305, 524, 527, 
528n9, 529 
Khorshed Shah, 125n2, 189n3, 409 
kirtan, 418-419 
Krsna (Krishna), 6ing, 68, 93m, 17n5, 
18, 1415, 142, 172, 176, 184-186, 
292-295, 302, 306, 310, 314, 347, 
392, 465n5, 476, 480, 500, 5032, 
504, 534-535, 558, 562, 574, 578, 590 
as Brahman, 18 
as Gaur, 294, 476, 498-500, 578 
as Gopal, 556-558 
as Govinda (Gobinda), 17 
as Hari, 79, 93, 294, 313-314, 361-363, 
382-383, 474-476 
as Kala, 184-186, 308-310, 462-463, 
502-504, 572-574, 576-578 
as Kanai, 390-392, 560-562 
as Syam (Shyam), 140-142, 292-293, 
478-480, 498-500 
Krsnadas Kaviraj, 93m1, 314 
Krsnasundar, 178 
kul (family, clan), 220-228, 474-475, 
572-573» 588, 590 
as homophonous with kil (shore), 
233N7, 506-508, 590 
see also family life 


kundalinisakti, 99, 454, 512, 590 


lahut (divine nature). See mokam 
Laili Begum, xxxiv, 3533, 407n3 
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lam. See letters, mystic symbolism of 
Perso—Arabic 
la mokam. See mokam 
language, ix—x, xx, 69, 130, 133, 512 
la-Sariki. See partner 
law 
Islamic law (Ar. shart‘a) vs. mystic 
path (Ar. ma‘rifa), 68, 121n2, 
127, 132-134, 182, 188-190, 290, 
378-380, 468-471 (see also 
maiyjil) 
of karma, 206, 374-376 
of the Lord (Sai), 362-364 
new law (Bng. din) of Caitanya, 172, 
176-177 
new law (Bng. din, dyen) of the 
Prophet, 132-134, 304-305, 
356-358, 378-380 
orthodox Islamic law schools, 55 
letters, mystic symbolism of Perso-Arabic, 
74-76, 120-123, 180-182 
Ahad and Ahmad, 44-46, 85-88, 
122N4, 124-127, 158, 173-176, 
188-191, 426, 522-525 
aleph (Ar. alif), 74-76, 120-123, 
181-182, 190-191, 587 (see also 
Allah and linga) 
aleph, lam, and mim, 120-123 
lam, 74-76, 120-123, 590 
mim (Ar. mim), 44-46, 120-123, 
181-182, 190-191, 522-525, 590 
(see also Muhammad) 
life. See family life 
light, of Muhammad (Nur Muhammad). 
See Muhammad 
lila (play, game), 124-125, 142, 332-333, 338, 
472-473, 564-566, 578, 580-581, 590 
ras lila, 294 
lineage, xxi, xxiii, 86-88, 233n7, 453 
linga (phallus), 122, 191, 587. See also 
penis 
love. See bhab; pure love 
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madman (Bng. pagla, pagal, ksepa, 
ksyapa), 78-79, 164-165, 268-269, 
314, 328-330, 370-371, 416, 
430-432 
Mahmud, Sukur, 454 
malkut. See mokam 
maner manus (Man of the Heart), xx, 
78-80, 240, 462-463, 590 
mamyjil (Ar. manzil, stage), 288-291, 
349-350, 588, 590-591 
mantra, 624. See also jap 
manus. See sahaj manus 
maqam. See mokam 
maraphat (Ar. ma Tifa), 120-122, 
132-134, 180-182, 590, 593 
mati (land, soil, earth), 12-113, 196-197, 
276-277, 328-329, 440-441, 
526-530, 532-533 
symbolic meaning of, 529 
Mecca (Bng. makka), 6, 42, 52-55, 
108-110, 214-215, 216-218, 
240, 302 
as the human body, 55 
Medina (Bng. madind), 9, 42, 108-110, 
304-305, 406-409 
menstruation, 158, 222, 274, 294, 400, 
460, 540, 592 
menstrual blood, 30, 35, 72, 100, 158, 
182, 326, 334, 425, 587 
as the alchemical touchstone, 
71-72 
as the birth of the Prophet, 70n28 
as containing Sakti, 71, 158, 182, 318, 
412, 460, 495-496, 552, 593 
drawn into the penis (sosan ban), 
67n20, 222, 452-453 
and female semen, 65, 158, 182 
as love (rag), 425, 592 
as nectar (ras), 13-114, 326, 451, 
504, 552, 592 
oral ingestion of, 114, 334, 452-453 
as rajah, 452 
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as riip or Srirup, 70n29, 496 
as water (nir), 256, 412, 451, 540 
menstrual flow, 154, 425, 496, 
508, 592 
menstrual period, 30, 67n20, 70n28, 
71-72, 4, 240, 294, 380, 424, 
451, 484 
as Amavati, 114 
of a male sadhak, 90 
and the sahaj manus, 67n19, 71, 182, 
399, 412, 425-426, 460, 484, 
4951 504, 520, 540, 592 
sex during, 90, 100, 154, 2'74, 400, 
451, 508 
three or four days of, 14, 158, 266, 
294, 338, 399-400, 426, 460, 
484, 589 
mim (Ar. mim). See letters, mystic 
symbolism of Perso-Arabic 
mokam (Ar. maqam, station), 349-350, 
504, 591 
eighteen stations (Bng. athara 
mokam), 82-85 
four, five, or six stations, 55, 288-291 
as corresponding to the cakras, 
290, 504, 588, 591 
hahut, 290 
jabrut, 290-291, 346 
lahut, 290-291, 346, 590 
la mokam (no place), 55, 158, 346, 
502-504 (see also sahasrar) 
malkut, 290-291, 504 
nasut, 290-291, 504 
moon, uncatchable. See adhar cad 
morality. See dharma 
Muhammad, 6-8, 30, 42, 46, 57, 
59, 61, 63n4, 68n22, 71-73, 88, 
126-127, 158, 182, 190, 210-212, 
236, 240, 306, 346-347, 350, 
354-355, 35701, 39702, 399, 408, 
425, 470, 496, 524, 566, 588, 
59O-591, 594 
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Muhammad, (cont.) 
as androgynous light (Nur 
Muhammad), 30, 42, 46, 56n8, 
71-73, 109nG, 126-127, 158, 190, 
210-211, 240, 346-347, 350, 
354-355» 425, 491, 525, 591 
as an avatar, 42, 525, 588 
as the letter mim, 44-45, 121-122, 182, 
191, 525, 59° 
as Messenger (Bng. rasul, rachul, or 
rachul), 6, 9, 40-41, 60-61, 66, 
304, 351, 378-379, 406-409, 
522-524 
as the Prophet (nabi or nabi), xxiv, 
28-29, 40-42, 44-46, 62-64, 70, 
108-110, 120-127, 132-134, 156-158, 
171n8, 188-190, 211, 239, 288-290, 
344-350, 352-354, 356-358, 
378-380, 396-399, 422-426, 
468-470, 490-494, 496, 524, 591 
as the Sakti, 126, 158, 347 
see also Allah 
murshid (Bng. mursid, Sufi guide) 
7n9g, 52-54, 68, 181, 216-218, 236, 
322, 346, 351, 357-358, 379, 408, 
465, 468-471, 490-491, 524-525, 
589, 591 
as the barzakh, 467 
as identified with the Prophet 
Muhammad and Khoda, 350-351, 
358, 378-380, 408, 524 


see also guru; pir 


nabuyat (prophethood), 132-133. See also 
Muhammad 

nafs (animal soul), 355 

nam (name), 591 

Nanda, 117-118 

nari (tube, channel), 99, 266, 330, 338, 
420, 488 

ira and pingala, 83n8, 266, 318, 338, 
420, 488 
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of kaph (phlegm), 268-269 
and menstruation, 338 
susumna, 83n8, 85, 99, 138, 222, 266, 
318, 330, 338, 420, 451, 488, 593 
nasut (human nature). See mokam 
Nath tradition, 58, 158, 223n9g, 286, 454 
nerd | neri (also nara, shaveling), 222, 
224-228 
nirakar (formless), 34, 44-46, 69-70, 
188-191, 208-212, 266, 360-361, 
464-467, 564-566 
as the fourth of eleven kars, 69, 210 
Nirafijan, 66, 69, 150, 210, 212, 266, 
288-291, 424n5, 460, 461, 587, 591 
nirhetu. See hetu | nirhetu 
nirvana (Bng. nirban mukti), rejection 
of, 168-170, 173 
niskaém (dispassionate), 74-76, 294, 455 
Nityananda, 227, 232nG, 312-314 
nur (light). See semen 
Nur Muhammad. See Muhammad 


occult. See batun 

offspring. See children 

O'Flaherty, Wendy Doniger, 90 

Openshaw, Jeanne, 90, 98, 226, 232, 
233M10, 451, 453, 524n6 

oral vs. written primary sources, xxvii, 
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pak paiijatan (Five Holy People), 
208-212 

Pafija Sah, 55-58, 71, 84, 126, 158, 177, 
208-2, 256, 290, 346, 424n5, 
425, 452-453, 456, 524 

par (stranger, other), 97-100, 3'70-372, 
591. See also Sakti 

partner (Bng. sarik), 6-10, 223, 250-251, 
408-409 

penis, xviii, 58, 67, 84, 90, 14, 222, 
286, 338, 416, 451-454, 457, 
529, 552 
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perception, 252, 520, 544 
philosopher’s stone. See touchstone 
pingala. See nart 
pir (saint), 62-64, 246-247, 351, 
389, 490 
unknown person as pir of pirs, 68-72 
see also murshid 
Prakrti (woman), 40-41, 66, 86-89, 
126, 174m18, 227, 266, 303, 
344-346, 458-461. See also Sakti 
Prophet, the. See Muhammad 
pure love (Bng. suddha prem), 174, 
452114, 546-553, 593 
Purus(a) (man), 40-41, Go—61, 87n3, 
89n8, 124-125, 303, 460, 495 
prem. See bhab; pure love 


Qur'an, 7, 46, 57, 63n4, 6514, 71-73, 
75, 121-122, 127,177, 206, 217, 256, 
277, 342, 364, 380, 408, 416, 467, 
469n2, 470, 565, 590. See also bed 


Radha, 139-142, 184-186, 292-295, 
302, 308-310, 347, 392, 478-480, 
576-578, 589-590 

as the hladinisakti of Krsna, 61n5 
as illicit lover, 222 
as instructor in sadhana, 68-69 

ras (< Skt. rasa, nectar, love, menstrual 
blood), 29n2, 12-114, 171, 175, 
292-295, 452, 456, 504, 587, 592 

maharas, 550-553 
see also menstruation 

Rashid (Baul poet), 42 

rasik (connoisseur of ras, expert lover), 
80, 89n8, 112-113, 140-141, 171, 
175-176, 178n22, 180-181, 292-293, 
300-301, 332-333, 382-383, 
410-412, 448-449, 455-457, 
486-487, 502-503, 526-530, 
532-533, 546-548, 580-581, 592 

Rasik (Baul poet), 171 


Gog 


Ravi Das, 130-131 

relativity, of moral behavior, 170-176 

renouncer society (sédhu-samaj, 
sadhu-sanga), 223-226, 
232-236, 592 

reversal/reversion. See ulta 

rites (Bng. bidhi), 171, 174m16, 454 

rah. See Gtman 


Rumi, Jalaluddin, 354, 470 


Sada Sohagis and Sakhibhavaks, 86-88 
sadhana (also sadhan, tantric practice), 
xxi, 8, 30, 40, 68-Go, 85, 88-90, 
98-101, 114, 123, 130, 138, 153-154, 
158, 168, 171-174, 177, 201n2, 
222-223, 226-228, 236, 256, 
260, 282, 294, 322, 338, 358, 372, 
384-385, 408, 420, 432, 436-438, 
446, 451-453, 460, 484, 486, 
508, 512, 529, 548, 572, 587-589, 
591-593 
sadhak (male practitioner), xvii, 50, 
67, 76, 85, 88, 90, 100, 114, 138, 
154, 169n2, 175, 177, 222-223, 
240, 260, 294, 334, 338, 386, 
399, 408, 432, 438, 451-457, 
484, 512, 516, 529, 548, 592-593 
sadhika (female practitioner), 50, 
67-69, 90, 99, 154, 175, 177; 
222, 386, 451-452, 456, 512, 589, 
592-593 
sadhu. See guru 
sadhu-sanga. See renouncer society 
sahaj manus (natural person), 67n19, 
70, '72, 138, 158, 182, 318, 338, 347, 
399, 413, 425-426, 460, 484, 495, 
512, 520, 590, 592 
androgyny of, 484 
as thief of semen (cor), 138, 338, 416, 
432, 520, 588 
as uncatchable person (adhar manus), 
347, 512 
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sahaja (innate principle), 150, 172n12, 
392, 592 
Sahajiya (Vaisnava and Buddhist). See 
Vaisnava; Buddhist Tantra 
Sakta, G7n17, 212, 516 
Sakti, xxv, 58-61, 65-72, 76, 88, 98-100, 
158, 178n22, 182, 191, 212, 290, 318, 
347, 399, 412, 438, 451, 460-461, 
488, 493n2, 495-496, 591, 593-594 
as Eve, 191 
as Fatima (Zohura), 59, 65, 70, 72, 
154, 212, 291, 399, 461, 496 
as the female partner (sadhika), 98 
as kundalini, 512, 590 
as primordial waters, 290-291, 
318, 460 
as the “unknown person” (acin 
manus), 66-72, 123, 495 
samsara. See family life 
Sankara, 93m1, 232, 
Sants, 130, 150 
sannyasi (renunciate), 93n1, 226, 
232-233 
Sariph, Ahmad, 285n6, 347 
Satapatha Brahmana, 460, 591 
scriptures. See bed 
secrecy, xxii, xxiv, 41-42, 63n4, 83, 109, 
134, 171, 175119, 189N1, 212, 293, 357, 
397) 451, 459, 460, 469n1, 470, 
499, 583, 588, 590 
semen, 30, 3'7N9, 38, 50, 58, 85, 90, 
99, 106, 123, 146, 155, 178, 198, 
202, 256, 286, 326, 334, 400, 412, 
425-426, 432, 438, 446, 451-457, 
520, 540, 544, 588, 591-593 
as containing sukrakit, 171, 
control of, 30, 50, 57, 67, 85, 88, 
99-100, 123, 130, 138, 150, 
154-155, 162, 175, 177, 222, 232, 
236, 286, 294, 334, 338, 364, 
438, 446, 451, 457, 500, 508, 512, 
516, 520, 552, 584, 589, 593 
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and control of breath, 267, 270, 
500, 516, 584, 588, 
cosmic, 34, 56n8, 134, 146, 158, 194, 
212, 266-267, 318, 354, 416, 460, 
520, 566 
and death. See death 
drawn into the penis (Sosan ban), 90, 
222, 338, 451-453 
ejaculation of (Sukraksay), 30, 50, 
58, 88, 14, 139, 166, 171, 175, 
177, 198, 222, 233n10, 236, 
260, 270, 286, 294, 318, 334, 
364, 380, 400, 413, 416, 420, 
432) 442, 451-457, 500, 512, 
516, 529, 54302, 552, 584, 587, 
599; 593 
female, 65n14, 67n19, 158, 
178n21, 484 
as fruit. See fruit 
as light (niir), 256, 350, 354, 416, 
452, 460 
as milk or cream, 106, 412, 451-452 
oral ingestion of, 114, 452-453 
as treasure (dhan). See treasure 
sex (activity), 38, 67, 88-90, 130, 154, 
174, 198, 270, 274, 334, 376, 408, 
438, 442, 453-454, 484, 500, 512 
sharv‘a. See law; manjil 
shaveling. See nera / neri 
siddha deha (perfected body), 67 
siddhi, 78-80, 174m16 
sin (Bng. pap). See relativity, of moral 
behavior 
Sirat bridge, 154 
Siva, 84, 212, 295 
Sivacandra Vidyarnava, 178 
soul. See dtman 
suddha prem. See pure love 
Sufi orders of India, 110, 158 
Chishtiyya, 87n2, 110, 158 
susumnd. See nari 


svabhab. See bhab 
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svartip(a) (true form), 74-76, 101, 240, 
440-442, 588, 593 
of the Sakti, 65113 
as synonymous with Arabic 
bina’, 239n2 
Svariip (Bail poet), 88 


Syam. See Krsna 


Tagore, Rabindranath, xviii—xix, xxxiii, 
302, 415 
Tantras, 178 
Taoism, 354 
thief, of semen. See sahaj manus 
tigress (baghini), 
touchstone (Bng. paras—mani), 62-64, 
67, 71, 316-318, 418-420, 486-488, 
506-508 
transgender. See Sada Sohagis and 
Sakhibhavaks 
treasure (Bng. dhan), 57, 71, 96-99, 
148-149, 164-166, 262-263, 
284-287, 292-293, 296-297, 
370-371, 416, 434-435, 51O-5IL, 
532-533» 572-574 
as nidhi, 486-487 
see also semen 


triguna, u4mi0, 264-267, 589 


ulta (Bng. ulto, topsy—turvy), 
99-100, 220-223, 240, 318, 
326, 540 
uncatchable moon. See adhar cad 
unity, 69, 17212, 191, 194, 282, 
467, 470 
untouchable (caste), 130, 172112 
Upanisads, 94, 194, 322, 326, 460, 508, 
588, 591 


urine, 59 
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vagina, 84, 89, 175, 286, 318, 334, 416, 
438, 451-453, 457, 485, 516, 529, 552 
see also yoni 
as a well, 175, 590 
vaidik. See baidik 
Vaisnava, xvii, 65, 67n17, 84-85, 88, 
112-114, 172N10, 223, 226-227, 
232-233, 274, 298, 302, 314, 419, 
499, 578, 588-590, 592 
Gauriya Vaisnava, 170, 173n15, 314, 589 
as third day of menstruation, 14 
Vaisnava Sahajiya, xviii, 68, 79n29, 
127N12, 194, 22'7n9g, 266, 302, 
314, 392, 452, 590; 592-593 
vastu. See bastu 
Veda. See bed 
Vedanta (Bng. bedanta), 92-94, 
396-397 
viparita rati. See biparit rati 
Virabhadra, 22'7 
Visnu, 65n13, 446. See also Krsna 
Vraja (Bng. Braj), 292-293, 382-383, 
576-578 
Vrndavana (Bng. Brndaban), 56, 185n2, 
390-392, 578 


witches. See dakini 
worship. See bhakti 


Yasoda, 18, 390-391, 560-561 

yoga, 593. See also hathayoga; ulta 

Yogakalandar, 55, 290-291, 346-347 

yogini, 4376 

yoni, 50, 58, 154, 263, 330, 334, 400, 
485, 594. See also vagina 


zahir. See jaher 
Zohura (Jahara). See Sakti 


